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A B S T R A C T 
The dramatic world of Arthur Miller Is routed In the 
contemporary A m e r i c a n cultural milieu and simultaneously 
emerges from this subsoil to assert Its enduring and abiding 
i n d i v i d u a l i t y . The present study is an exploratory probe. 
The empathy generated by Miller's p r o t a g o n i s t s ^ inspire a 
variety of i n t e r p r e t a t i o n s . Critics have successfully 
explored p s y c h o l o g i c a l , s o c i o l o g i c a l , b i o g r a p h i c a l and 
m y t h i c a l overtones in his plays. Special attention has been 
paid to the technical aspect of some of the major plays like 1 
Death of a Salesman and After the Fall. However, like Shaw, 
Miller substantiated his works with interviews, prefaces and 
i n t r o d u c t i o n s . C o n s e q u e n t i y , analysis of his plays should 
not ignore the p l a y w r i g h t ' s own e x p l a n a t i o n s . The purpose of 
the present study extends beyond what has been already 
stalled about Miller, primarily c o n c e n t r a t i n g upon his 
delineation of a tangible human image, establishing the 
humanness of his c r e a t i o n s . 
Miller's p r o t a g o n i s t s like their c o u n t e r p a r t s from 
the world of writers like O'Neill, Crane, and 0' Casey, 
launch themselves on the quest for identity; awareness and 
self knowledge. Condemned to a preordained p r e d e t e r m i n l s t i c 
existence, surrounded by u n s y m p a t h e t i c unyielding currents 
of m a t e r i a l i s t i c , s u c c e s s - o r i e n t e d , society the individual 
experiences a feeling of being 'hedged' and 'caged'. It is 
enhanced when there is a c o r r e s p o n d i n g r e c i p r o c a t i o n from 
the dark forces within his person. The c o n f r o n t a t i o n attains 
tragic dimensions, when it is transformed from the puny 
struggle of an i n d i v i d u a l , into mortal combat between 
destiny, and the forces of af f irm ation that are a necessary 
adjunct to the experience of tragedy and s u f f e r i n g . 
M i s t a k e n l y , the individual takes refuge in a 'choice' which 
becomes his death knell. P r i n c i p l e s , i n t e g r i t y , self 
respect, liberty have to be c o m p r o m i s e d . However, the 
resultant perception becomes his reward. He may have lived 
a life condemned to ignorance, dilemmas and b i o l o g i c a l 
trapping but he is ultimately redeemed. Suffering and death 
are his manner and means of . e x p i a t i o n . , After having gone 
through chastening by external and Internal forces the final 
image grows in p r o p o r t i o n s to a r c h e t y p a l heights. The 
analysis of the plays traces Miller's concept of that human 
image of positivity and affirmation which emerges from the 
i n d i v i d u a l ' s battle for existence. 
The plays selected for analysis and their t h e m a t i c 
relevance provide a c o n c e n t r a t i o n of e x p e r i e n c e s in which 
the protagonist is viewed Interacting in a singularly human 
fashion within the family. Three of them deal with the 
father,mother and sons syndrome. The family thus becomes an 
extended metaphor, an arena for the individual to discover himself. 
The limited, m i n i s c u l e canvas c o n c e n t r a t e s responses, 
intensifies emotions, highlighting each aspect of the 
character's being and psyche. It supplies the background, 
the prop, and anchor to support him. The most prominent 
among those excluded from this study are After the Fall. 
Incident at Vichy and The Misfits primarily because of their 
deeply p s y c h o l o g i c a l , a u t o b i o g r a p h i c a l , and technical 
nature. The last m e n t i o n e d was written as a script for a 
film. The selection of the plays for analysis has been 
guided by the express purpose of examining and exploring the 
human image. 
The study c o m p r i s e s eight chapters. Chapter I 
introduces the reader to the existing available s c h o l a r s h i p 
on Miller. It includes the formative i n f l u e n c e s on the 
playwright, and the significant biographical details which 
served as recurrent and abiding corpus of his plays. The 
introduction also s u m m a r i s e s some of the basic t e n e t s of 
Miller's own theory of p l a y w r i t i n g . His concept of tragedy 
and common-man hero, are deliberate efforts to break away 
from the established norms of the genre of t r a g e d y . The 
c o r r e s p o n d e n c e between man and society, individual and family, 
are some of his basic p r e o c c u p a t i o n s . The six c h a p t e r s that 
follow contain detailed a n a l y s i s of some of Mil l e r ' s major 
plays. Chapter II consisting of All My Sons deals with the 
subject of guilt, choice, and personal r e s p o n s i b i l i t y . 
Employing war as a met a p h o r , the playwright adopts the 
Ibsenesque technique to explore the inner recesses of an 
I n d l v i d u a r s m i n d . It is rooted in the ethos of Ameri c a n 
milieu. The canvas is small. For the first time Miller 
formally i n t r o d u c e s his dramatic family of Father, Mother, 
and Sons to the a u d i e n c e . The m e m b e r s of this family appear 
in succeeding plays under different names. The struggle of 
the individual attains a r c h e t y p a l dimensions, because of its 
intensity, and uni v e r s a l i t y , where a higher perception 
purges the human psyche. 
Chapter III probes into the psyche of Willy Loman in 
Death of a Sal e s m a n . In this play Miller lifts the success 
cult and the salesman myth, from the c o n t e m p o r a r y cultural 
milieu using them as external e m b e l l i s h m e n t s . He continues 
with the famlJy syndrome of the previous play. Yet annln, 
the protagonist is depicted as bearing tfie brunt o( the 
conse q u e n c e s , of a past act. The technique, which is a 
combin a t i o n of realism, symbolism and expressionism 
enhances, the impact of the total image of the human being. 
Mil' il I n Inl Durn I I (in tiT I he huiiinn pr r'.dmii 1 I I y , II'. ilci I'.loii In 
resort to extreme measures, and the resultant reward by way 
of a f f i r m a t i o n , hope and joy, reinforce the impression 
created by the previous play. 
The Crucible which forms the body of the next 
chapter, again takes recourse to the v o l a t i l e c o n t e m p o r a r y 
issue of McCarthy hysteria, which had rocked A m e r i c a . It 
was substantiated with Information from the Salem Trials. 
Placing his protagonist amidst these turbulent Issues, the 
playwright sought to gauge his degree of h u m a n n e s s dealing 
with the s i g n i f i c a n c e of integrity, s e l f - r e s p e c t and 
identity, in an individual's life. He is confronted with 
moral dilemmas, and compelled into s i t u a t i o n s demanding 
choice. Chapter V deals with the relatively unnoticed play, 
A Memory of Two M o n d a y s . By this time Miller had started to 
feel the need for e x p e r i m e n t a t i o n . Hence he d i s p e n s e s with 
the single p r o t a g o n i s t . Instead he presents a group of 
people involved in a similar routine e x i s t e n c e . They are a 
tired, defeated lot and have stopped hoping for a better 
Monday. However, the playwright does not lose his hold on 
the central thematic fabric of Individual a s p i r a t i o n s , and 
the resultant p e r c e p t i o n after a lifetime of hopeless 
struggle. A Memory reinforces the human image of p o s i t i v i t y . 
A View from the Bridge repeats the subject of the tortured, 
tormented human psyche and the need for p e r s o n a l dignity, 
respect and identity. All Mv Sons had exposed guilt, and 
c u l p a b i l i t y . Death of a Salesman and The C r u c i b l e employed 
adultery and A View from the Bridge depicts betrayal and 
its c o n s e q u e n c e s . In each instance Miller highlights some 
weakness in his p r o t a g o n i s t . This enables him to 
successfully m e a s u r e all of them against his standards. 
Chapter VII analyses The Price In which Miller reverts to 
his favourite subject of crisis within the family. The sons 
of his two earliest plays grow up to become the main-
characters of The Price. Both are searching for their 
m o o r i n g s . The auction of the old furniture serves as the 
medium through which the playwright allows his c h a r a c t e r s to 
interact and discover their selves. 
Essentially all of Miller's c h a r a c t e r s are human. 
Therein lies their appeal and the key to Miller's 
u n i v e r s a l i t y . C h a r a c t e r s from Joe Keller to Quentin and even 
lesser mortals like Tom Kelly and Marco have their own 
circle of c o r r e s p o n d e n c e and invite audience empathy. The 
final chapter sums up the cross currents of ideas of the 
preceding chapters, and coaleses them into the single 
emergent archetypal' image r e s e m b l i n g any Sophoclean hero. 
The study finally asserts that though Miller, on the 
surface, seems topical and temporal, his concern throughout 
his career has been essentially human. The image of man 
that emerges from his plays Is tragic but profoundly 
a f f i r m a t i v e . 
Jo some very old and 
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PREFACE 
Arthur Miller belongs to a genre that was simultaneously 
rooted in contemporary American milieu and emerged from this 
subsoil to assert the enduring and abiding individuality of 
his creations. The present study is an exploratory probing 
into his dramatic world. Critics have successfully searched 
for psychological, sociological, mythical and technical 
insights into Miller's plays. The purpose of this study 
extends beyond what has already been stated about the 
playwright. It concentrates upon Miller's delineation of a 
tangible human image which is a blending of the 
contemporary, timeless and mythical vision of man. 
Miller's protagonist, like his counterparts from 
the world of writers like O'Neill and Crane, launches 
himself on a quest for identity, awareness and self-
knowledge. Consigned to a preordained success-oriented 
society, the individual experiences the sense of being 
"trapped." The feeling is enhanced when there is a 
corresponding reciprocation within his own psyche. 
Mistakenly he takes refuge in a choice which logically 
entails a conflict. The struggle eventually assumes gigantic 
proportions because it transforms itself into a mortal 
combat between the forces of destiny that are hell bent on 
subjugating the human being, and the forces of affirmation 
which are a necessary adjunct to the experience of tragedy. 
(ii] 
My analysis of Miller's plays traces his concept of that 
human image of positivity and affirmation which emerges from 
the individual's battle for existence. The individual who 
may have lived a life of "biological trapping" is rewarded 
with redemption after having been chastened by external 
and internal forces. 
The plays selected for analysis and their thematic 
relevance provide a concentration of experiences where the 
protagonist is viewed as interacting in a singularly human 
fashion. The family becomes an extended metaphor supplying 
him with the background, anchor and prop. The most prominent 
among the plays excluded from this study are After the Fall 
and The Misfits primarily on account of their deeply 
psychological, technical and autobiographical nature. 
The study comprises eight chapters. Chapter I 
introduces the reader to the existing available scholarship 
on Arthur Miller. It also sums up the essential tenets of 
his theory of playwriting. The six chapters which follow 
contain a detailed analysis of six of his major plays. 
Beginning with All My Sons, which deals with the svibject of 
individual guilt, personal responsibility and perception in 
its final stages, the succeeding two chapters entitled Death 
of a Salesman and The Crucible deal with the individual vis-
a-vis the current topical situation in America. The salesman 
(iii] 
myth, the success cult, and the McCarthy hysteria become 
leit-motifs. Chapter V deals with the relatively unnoticed A 
Memory of two Mondays which, unlike the earlier plays does 
not have a single protagonist but distributes its emphasis 
on a group. The clique is representative of the tired, 
battered, jaded mentality of defeated people. However, the 
resultant image is again positive. A View from the Bridge, 
analysed in Chapter VI, repeats the tormented struggle of 
the protagonist viewed in The Crucible and Chapter VII. The 
Price reasserts the significance of the family syndrome. The 
conclusion sums up the cross currents of ideas in the 
N 
preceding chapters, coalesces them into the final archetypal 
dimensions of any Sophoclean hero. 
I would like to place on record my grateful thanks 
to Professor Maqbul Hasan Khan, Chairman, Dept. of English, 
who has been very kind and gracious through the difficult 
days when the thesis was being written. From Professor K.S. 
Misra I received the impetus to give form, depth and 
direction to the present material. I am deeply grateful to 
him for patiently going through the initial manuscript and 
acting as my virtual supervisor. The American Studies 
Research Centre, Hyderabad, the Seminar Library, Department 
of English, Muslim University, Maulana Azad Library and 
Abdullah Women's College Library, Aligarh, helped me with 
most of the current criticism on Miller. I wish to thank all 
(iv) 
of them. Friends and family have stood by me with unstinted 
support which I wish to acknowledge with gratitude. I 
specially thank my aunt, brothers and sisters and children 
for indulging me. Friends- Amina A., Liz, Nikhat, Roshan, 
Shagufta, Zakir, Yusuf Saheb and Thomas Saheb- supported me 
through the difficult period. Rahat patiently deciphered my 
handwriting. I thank all of them for bearing with me. I 
humbly hope my effort does justice to their confidence and 
expectations. 
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Arthur Miller has now universally been acknowledged as an 
eminent dramatist, not only in the context of American 
theatre but also in that of European drama. He is fully 
alive and responsive to the complex development of this 
genre in the West. His plays resonate with all the 
innovativeness of European dramatic conventions from the 
mid-nineteenth century, through the times of the new wave 
dramatists to the early seventies of the present century. 
The measure of the international merit of Miller as a 
dramatist is the wide popularity of his plays which received 
strong ovations in Europe, China, Japan and across the east 
of the Atlantic. The width of his popularity on the stage is 
well-matched with the plethora of critical reactions and 
assessments right from the publication of his first 
successful play. A quick look az some of the critical 
stances on Miller in the following pages will be helrtful in 
the disentangling of the hitherto, relatively inadequately 
worked cut elements in his dramaturgy, i.e. the complexity of 
man's iinage that he has shaped from All My Sons (1947) 
through A View from the Bridge (195"). to The Price- (1964). 
Among the earliest critics of Miller, Denis 
Welland, in his book, entitled Arthur Miller (1961), 
argues that Miller was constantly preoccupied with people 
who are denied a sense of community. The American Depression 
gave him an understanding of man's insecurities in the 
modern industrial civilization. Welland's chief thrust is 
Miller's sense of social commitment and a relative reduction 
of artistic attention to the predicament of the individual 
in the large macrocosmic context. 
Robert Hogan (Arthur Miller, 1964) chimes in with 
Welland, though he conceded that Miller gave to the 
individual his reason for existence, personal significance 
and morality. He was awed by the mystery of what man is, and 
tries to explore it both realistically and psychologically. 
But the consideration of the sociological parameter remains 
the stable critical strand in Hogan's stance too. Erik 
Erikson (The Achievement of Arthur Miller. 1964) postulates 
that there are three periods of psychological crisis in an 
individual's life - the crisis of Identity, Generativity and 
Integrity. They may overlap and coalesce. The first two 
stages are applicable to Miller's development as a 
playwright. Gerald Weales evaluates Miller's achievement 
with reference to his view that the true social drana must 
recognize that man has both subjective and objective 
existence and belongs not only to himself and his family but 
also to the world. Henry Popkin blends Erikson's and Weales' 
points of view and asserts that Miller's regular practice 
was to confront the dead level of banality with the heights 
and depths of guilt and to draw from this strange encounter 
a liberal parable of hidden evil and social responsibility. 
At the centre of each play is the tension between little 
people and big issues.^ Each play confirms that little 
people cannot live upto big standards. In language, culture 
and capacity to comprehend their fate these people possess 
little imagination. Inhabiting the dead centre of dullness 
they sit and wait for the voice of doom. In this exploration 
of the sense of despair, we notice that Popkin's approach 
also tends to social and societal criticism in Miller's 
plays rather than to the archetypal predicament of the 
humans which we propose to investigate in the present study. 
Thomas Porter follows an integrated exploratory 
critical strategy in his assertion that Miller's plays are 
as much about the milieu as about the characters; as much 
about the territory as about the tormented psyche.^ But this 
comprehensive approach fails to do adequate justice to the 
exploration of man's image emerging from Miller's plays. The 
rather too heavy an emphasis on the individual's milieu 
makes Porter's evaluation more documentary than artistic. 
1. Henry Popkin, "Arthur Miller: The Strange Encounter," 
Sewanee Review, 68 (Winter, 1960), pp. 34-60. 
2. Thomas Porter, Myth and Modem American Drama (Detroit: 
Wayne State Universitv Press, 1969), pp. 11-25. 127-
152. 
Another notable critic in this camp is Ronald Hayman who 
focusses on Miller's social commitment.^ 
Besides the above mentioned predominantly-
sociological studies of Miller's plays, there have been 
several attempts at exploring his characters pyschologically 
in which the deeper recesses of the human psyche have been 
pointed to justify and explain their external manifestations 
in the characters' behavioural patterns. In this regard we 
can mention the contribution of Leonard Moss who, in his 
book, entitled Arthur Miller (1967) has focussed his 
attention on the psychological processes of the characters' 
inner realities. He believed that Miller compromised his 
talent by attempting to enlarge the interior psychological 
question with "codes and ideas of social and ethical 
importance." 
Besides the exclusive sociological approach, 
reading naturalistic determinism in Miller's plays as well 
as the socio-psychological method adopted to analyse his 
plays, we have a number of studies based on the biographical 
approach where Miller's personal views, experiences and 
proclivities have been taken as the tool of analysis of his 
characters and the situations confronting them. One notable 
3. Ronald Hayman, Contemporary Playwrights: Arthur Miller 
(London: Heinemann, 1970). 
instance of this type is the study of Miller's plays by 
Benjamin Nelson who postulated that inspite of his social 
commitments Miller's personal views do colour the portrayal 
of his dramatis personae and this indirectly hints at the 
propagandist strain in his plays. 
A large number of critics have either approached 
Miller's plays for biographical references, or treated them 
as mouthpieces for his theory of playwriting. These plays 
have quite often been analysed purely from the technical 
point of view and more often than not as mere extensions or 
enlargements of the milieu, embodying topically fashionable 
myths, such as were symbolised by Horatio Alger, Ben 
Franklin and Dale Carnegie. The human beings treated in his 
plays, therefore, become an illustration of the man, family 
and society syndrome. If at all the individual gained any 
significance it was because of Miller's own insistence on 
his common man hero and his tragedy. 
Unlike O'Neill and the Romantics in England, 
Miller was a man of the theatre and like Eliot believed in 
the great efficacy of the stage for effectively 
communicating the author's views and visions. His contact 
with the theatre began with his reading of Write that Play 
4. Benjamin Nelson, Arthur Miller: Portrait of a 
Playwright (New York: Mckay, 1970). 
by Kenneth E. Rowe whom he found his understanding critic 
and teacher. Thereafter Miller took up playwriting in a 
professional spirit, and wrote a number of plays. Within two 
years of the time when he started writing, he won the Avery 
Hopwood Award. With each succeeding effort his knowledge of 
the theatre expanded. Miller consolidated it by producing 
them also. The Lydia Mendelsohnn Repertory Theatre opened in 
1929 and offered a workshop for new as well as seasoned 
productions. Miller attended its rehearsals, performances, 
and sessions of lighting, set designing, etc. While in 
Chicago he witnessed a performance of Odet's Awake and Sing 
and the core of its message - "Life should have some 
dignity" - made a lasting impact on his dramatic 
sensibility. In 193 7 one of the Hopwood Award winning plays 
received a substantial prize from the Bureau of New Plays 
set up by the Theatre Guild. With his record of prizes, 
Miller got a post in the Federal Theatre Project. He wrote 
half a dozen plays in the thirties and forties. They were 
called "Trunk Plays" and their worth lies in the fact that 
they contain the seminal characters, situations and tiematic 
directions towards which the dramatist was eventually to 
move and develop. At about this time Miller took to 
radioscripting. Most of it was done for two of the more 
experimental and exciting radio shows in the early forties-
the Columbia Workshop and the Cavalcade of America. Miller 
wrote numerous radioplays. Apart from their thematic 
interest his scripts are noteworthy for what they show of 
Miller's dramatic technique. His plays manifest a wide range 
of non-realistic experimentations, such as fantasy 
situations which were necessitated by the medium in which 
they were written and by the purpose of catering to the 
audience's imagination. The use of a narrator, rapid and 
plastic shifts of scene, and the breakdown of conventional 
time barriers are employed boldly in these scripts. 
Before we proceed to state our own critical 
intentions of undertaking the present study it will be 
profitable to briefly summarise some of the relevant 
biographical details and influences which shaped Miller's 
creative mind and also to cursorily glance over the attempts 
being made by Miller's contemporary playwrights. 
Miller was born in Manhattan. His Jewish parents 
belonged to the middle class and resided in the bustling 
industrial borough of the sprawling metropolis. His father 
was a garment manufacturer who tried to provide the family 
with all the advantages he could not enjoy in his childhood 
and the mother's interest was also limited to providing 
maximum comfort to her family of five. As a child Miller was 
an avid baseball fan, and by the time he reached High School 
he had emerged as a football star. In 1928, the year of his 
Bar Mitzhav when his father's business suddenly declined, 
the family moved to Brooklyn, a neighbourhood in which many 
of his relatives lived. Although the Jews shared the 
neighbourhood with the Italians and the Irish there was 
relative harmony allowing Miller to grow up in a multi-
ethnic homogeneous milieu. However, his novel Focus owes its 
impulse to the vicious Anti-Semitism in the New York area in 
the thirties and forties fomented by the Nazi-front hate 
groups. Repeatedly Miller enumerated his Jewish heritage, 
his belief in the family, and the millennia-long values of 
the Jewish people^ especially the cry of the individual 
conscience for self respect. 
He wished to go to the University of Michigan, 
primarily because of its nationally known football team. 
After High School Miller worked for his father in the 
garment factory. Very early in life he became acquainted 
with the loud vulgar aggressiveness of the customers. They 
treated his father with contempt, forcing Miller to become 
aware of the value and meaning of self respect. Miller 
Senior, like many of his contemporary businessmen, was hit 
by the Depression and could not afford to send his son to 
school. For two years the playwright had to work as a loader 
5. Daniel Walden, "Miller's Roots and His Moral Dilemma" 
in James Martine, ed.. Critical Essays on Arthur Miller 
(Boston, Massachusetts: G.K. Hall and Company, 1979), 
pp. 189-190. 
and shipping clerk in an automobile warehouse saving all he 
could for his tuition money. As the job was routine and 
mechanical it allowed him time to think and read. In 
contrast to Williams who found his experiences at the shoe 
company 'a season in hell' 'a cage' and 'a prison' Miller 
saw it as a liberating force that released his inner being. 
It was about this time that he read Brothers Karamazov. The 
complexity and depth of this saga left him bewildered and 
dazzled, particularly the conflict between brother and 
brother, and father and son, leaving him with a sense of 
wonder. After saving enough money Miller discovered that he 
did not have sufficient marks to qualify for the entrance 
examination. A letter to Clarence Cook Little got him the 
necessary introduction and he was admitted. At Ann Arbor, 
Miller devoted most of his time to writing plays, the 
recurrent motif being the depression and its after effects. 
The American imagination of the twentieth century 
oscillated between idealism and despair on the one hand and 
struggle and promise of reward on the other. The dramatists 
were committed to the delineation of conflict in terms of 
human ability to control the chaos created by him. In its 
final analysis the modern American drama appears symbolic of 
a battle of survival and identity. It highlighted the 
predicament of man, revealing areas of strife, tension and 
darkness in modern life and consciousness. The inspiration 
10 
for playwriting was gathered from the liberal realism of 
Ibsen, the psychology of Strindberg and the psychiatry of 
Freud. These combined under the banner of expressionism. To 
this phase of expressionism in which action was symbolic, 
scenes were elusive and closely shifting, Hauptmann and 
Kaiser added the theme of contemporary social and economic 
issues. No longer an individual, the protagonist, became a 
member of a dags, a collective hero, engaged in a class 
struggle.^ From the twenties the theme of success permeated 
the subject matter of the majority of the playwrights. The 
myth of Franklin conformed to the need for enterprise, 
adventure and ambition. The Horatio Alger hero believed in 
the potential greatness of rhe common man, glorification of 
the individual's effort, and equation of the pursuit of 
money with pursuit for happiness. Emerson's doctrine of self 
reliance fitted in with this broad framework, and it 
also had the sanction of protestant ethics. The social 
dramas of the twenties and thirties for the first time 
reflected the familiar realities of the old world. In the 
thirties drama achieved a new seriousness and importance not 
so much for traditional theatrical endeavour, but as a forum 
for social commentary. 
6. John Gassner, Directions in Modern Theatre and Drama 
revised edition (London: Holt, Rinehart and Winston, 
1965), pp.35-37. 
11 
The theme of loneliness is by no means modem but 
this does not detract from the significance of its 
appearance in some peculiarly American manifestations in 
dramas since the nineteen twenties. The present day American 
life with its corrosive disease of the soul finds reflection 
in the theme of loneliness. David Reisman explains this as a 
recent phenomenon being a necessary adjunct to the highly 
industrialized consumer society where each individual 
strives to conform as he is petrified of ridicule and 
hankers for name, self-respect and self-sufficiency. 
Both critics and biographers have commented on the 
biographical leanings of O'Neill's plays. However, his 
desire was a portraiture of contemporary life in dramatic 
terms. With this as his aim O'Neill experimented with 
various forms, from Realism in Desire under the Elms to 
Expressionism in The Hairy Ape and Emperor Jones. besides 
adaptations of Greek stage conventions, like masks and 
chorus for the purpose of the stage. O'Neill's plays can be 
classified into two categories, expressionistic and 
realistic. The former is a dramatization of the conflict 
between the individual and society and the latter portrays 
the conflict within the family. But behind the apparent was 
7. Winfred Dusenbury, The Theme of Loneliness in Modern 
American Drama (Gainesville Florida: University of 
Florida Press, 1960), pp. 1-7. 
12 
the single purpose- to find an idiom with which to express 
human tragedy. Each play is an attempt to come to terms with 
the same old familiar problem-the eternal conflict between 
man's aspirations and the ineluctable quality in life that 
Q 
circumscribes him. O'Neill's dramatic antecedents date to 
Strindberg but scholars have also demonstrated the influence 
of Shaw and Ibsen on his work. The impetus of this dynamic 
personality was immediately felt by other dramatists. Not 
only did they carry on O'Neill's work in symbolic and 
naturalistic drama but even continued the more conventional 
forms of playwriting. 
Though O'Neill seeks approximation for the 
predicament of contemporary man in Greek and Christian 
mythology with its concepts of divinely ordained fate, 
sacrifice, moral affirmation, heroic transcendence and 
tragic dignity, his tragic vision like that of Ibsen, 
Chekhov and Strindberg is essentially an affirmation of the 
naturalistic determinism of human predicament, an 
affirmation that continues to shape the imagination of the 
American playwrights in the succeeding decades. George 
Kelly's The Show Off deals with the common ordinary American 
type, a mature grown up boasting of imaginary adventures 
8. Doris Falk, Eugene O'lTeill and The Tragic Tension (New 
York: Rutgers University Press, 1958), pp. 3-13. 
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beyond his capacity and understanding. His Craig's Wife 
describes the experiences of a woman whose notion of life 
and marriage are phoney. The American tradition of dramatic 
realism gains a new intensity with Clifford Odets who mixes 
doctrinaire socialism with ethnic realism. His Awake and 
Sing records the major ambition of the characters as also 
their longing for success, decent income and middle class 
prerequisites, like marriage and settled home. In this play 
Odets achieves authentic ethnic realism. His Paradise Lost 
relates success to bankruptcy, disease and death. Odets twin 
convictions of economic determinism of the human 
predicament, and pre-eminence of family in society exercised 
a powerful influence on Miller and the other playwrights. 
Elmer Rice could not go to the theatre as mich as 
he wished to. Hence he read plays ranging from classical 
drama to Shakespeare and the translations of Ibsen and 
Chekhov. The Adding Machine, written in 1922, created a 
furore because of its unique innovations in staging. It has 
been called impressionistic and expressionistic, the first 
of its kind on American stage. Rice borrowed heavily from 
German expressionism for this allegory of modern man, but in 
The Street Scene and Judgement Day he gives his social 
protest a more realistic form. The predominant image of 
Williams' plays was anti-success or unsuccess which probably 
originated in a perverse rebellious denial of the all 
14 
pervasive American ambition of material success and its 
fulfilment. His later works embody the physical deformity, 
decay of many a heroic figure. 
The modern theatre has been the most experimental 
and therefore the most varied in history. The flexibility of 
dramatic and theatrical conventions is recognised 
everywhere because theatre has reflected the instability of 
modern civilization. Development has been a matter of form 
rather than content except insofar as the struggle has been 
motivated by special means of expression. Styles like 
Realism, Symbolism, Expressionism, Surrealism follow each 
other with increasing rapidity. It is also possible to 
encounter an amalgam of two or three different styles of 
composition in the same play as Miller's Death of a Salesman 
which is a blend of realism and expressionism. It has been 
demonstrated repeatedly that social situations in particular 
can provide engrossing drama when they are presented largely 
through discussion or argoiment. Miller's plays also prove 
that undistinguished lines can have emotional power in the 
context of strong dramatic situations. There is no 
hesitation in mingling the realistic and symbolic styles.^ 
Expressionism could supplement Realism but could not 
9. Block and Shedd, Masters of Modern Drama (New York: 
Random House, 1962), pp. 3-9. 
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supplant it. Variety and eclecticism were the dominant 
characteristics of the twentieth century. Dramatists, such 
as Ibsen, Strindberg, Chekhov, Gorki, Shaw, Odets, Miller, 
transcended the dogmas of restrictive theories to create 
drama of imaginative power and deep human significance. 
The experience of the war trauma in the mid-
forties, disillusionment with the cherished individualism of 
American drama brought a tragic perspective in realism. In 
Miller for the first time dramatic realism became an 
intelligent reflection of socio-economic determinism. 
Miller's tragedies followed the Odetsian concept of human 
relationship in terms of psychological centrality of family 
and economic determinism, leaving a model of an organically 
cohesive dramatic art for the playwrights of the fifties and 
sixties. Notwithstanding his experimental digressions into 
theatricality Miller, like Odets, Rice and O'Neill 
essentially continues the tradition of illusionistic realist 
drama.^^ 
With regard to the early influences on himself 
Miller traces his dramatic antecedents to Ibsen. He has more 
10. Louis Broussand, American Drama: Contemporary Allecrory 
from Eugene O'Neill to Tenessee Williams (Norman Oklahama: 
University of Oklahama Press, 1962), pp. 3-8. 
11. Yugendra Nath, Between the Real and Surreal (Delhi: 
B.R. Publishing Corporation, 1992), pp. 73-77. 
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in common with Shaw, Brecht and Ibsen than with O'Neill and 
Wilder. The recurrent motif in Ibsen was the discrepancy 
between the potential energy of the individual and the 
narrow scope of fulfilment. He believed that the individual 
must adjust and develop only certain features of his 
personality to a state where he in his totality ceases to 
exist. The family is no haven where a hurt suffered in 
public could be healed. Personal relationships to him were 
more fearful than comforting and men confronted each other 
as strangers. Ibsen draws on society as a realistic force 
embodied in social mores, taboos, and the internal 
subjective force within the character. Ibsen's idea of fate 
was the inevitability residing in the conflict between the 
life force of his characters and the abortive attempts of 
society upon them.^^ Ibsen provided motivation, inspiration 
and answers to Miller's guest for style, subject matter, 
dramatic structure and form. The Master Builder and Pillars 
Of Society have close parallels in Miller's own plays, and 
The Enemy of the People was adapted by him for the American 
stage. 
Miller's social plays are an invective against the 
evils of society. The single theme of most of his plays is 
the frustration of the individual. In a progressive machine 
12. Leo Lowenthal, Literature and the Image of Man 
(Boston: The Beacon press, 1963), pp. 166-189. 
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dominated society the individual exists as an * Integer'.^^ 
The social dramas according to Miller needed to probe the 
nature of the individual, discovering, amplifying and 
exteriorizing his needs as social concepts. He believed that 
"society is inside man and man is inside society." His plays 
are voyages of exploration into the complexity of being 
American. His concept of the human being whether in 
isolation, or in proximity with his family members and 
society, develops through the form and framework chosen by 
him. In his Family in Modem Drama Miller states: 
It has gradually come to appear to me over 
the years that the spectrum of dramatic 
forms, from Realism over to the Verse 
Drama...consists of forms which express human 
relationships of a particular kind, each of 
them is suited to express either a primarily 
familial relation at one extreme, or a 
primarily social relation at the other.^ 
The twentieth century litera-Wve lays emphasis on 
the common man and his environment. The individual is 
visualised as both a product as well as a victim of his 
surrounding. Miller insisted that the individual shculd be 
treated as a private entity because his failure to achieve 
13. Arthur Miller, "On Social Plays" in Robert Martin, ed.. 
The Theatre Essays of Arthur Miller (New York: The 
Viking Press, 1978), pp. 51-68. 
14. Arthur Miller, "The Family in Modern Drama" in The 
Theatre Essays, p.69. 
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and maintain the required sense of dignity was the fault of 
society. However the individual is not flawless. Miller's 
own attitude towards his protagonists was contradictory. On 
the one hand, he held them responsible for their failure to 
conform, and to neglect to carry out the ascertained role in 
the established social framework, while, on the other hand, 
the approved social system is held guilty for the 
catastrophic downfall of the heroes. These calamities do not 
stem from the inevitability of fate nor are they the 
consequence of man's nature. Tragedy is an affirmation of 
faith in man and even though the result is calamitous the 
spirit survives to reassert itself unequivocally, narrating 
its own tale of woe. Suffering becomes the instrument 
employed by tragedy to purge and cleanse the human spirit of 
its baseness. The exaltation of the spirit is the primary 
concern of the genre. Every age and generation has its own 
definition. Miller defines it thus: 
Tragedy creates a certain order of 
feeling.... Tragedy brings us not only 
sadness, and sympathy, identification, 
even fear; it also... brings us 
knowledge and enlightenment ... .Tragedy, 
called a more exalted kind of 
consciousness, is so called because it 
makes us aware of what the character 
might have been. Tragedy, therefore, is 
inseparable from a certain modest hope 
regarding the human animal.^^ 
15. Arthur Miller, "The Nature of tragedy" in The Theatre 
Essays, pp.9-10. 
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All of Miller's common-man heroes suffer from a 
guilt complex. In the early plays they do not acknowledge 
that the very source of guilt lies in their lack of self-
awareness. Miller insisted that courage, truth, trust, 
responsibility and faith must be the seminal values of life. 
The view presented by him is that man is not just a 
microcosmic representative of the world macrocosm, but also 
stands apart from the world. He is not just an abject 
subject to its laws, disciplines and forces but can and 
should resist them, and even strive to change them. The 
underlying premise is that though man is an object of nature 
he is more than nature. The true social drama which Miller 
calls the 'whole drama' must recognise the siibjective as 
well as objective existence of the human being.^^ The 
individual as an entity belongs not only to himself but to 
the total world community. If the playwright is concerned 
with the psychological and social aspects of man, then he 
must deal with the problem of identity. Miller maintained 
that drama and its production must represent a well-defined 
expression of social needs which transcend any form of 
society or any particular historical moment. His approach to 
drama was organic. It was a means for communicating his 
16. Arthur Miller, "On Social Plays" in The Theatre Essays, 
pp. 57-64. 
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views and opinions. The symbolic significance of a Miller 
character lies in the commitment he makes or refuses to 
make. The moment of commitment is important as it was, at 
that point of time, the individual 'approached tragic 
existence. As he reaches complete tragedy his concentration 
on the fixed point of commitment becomes more intense. 
Miller explains it thus: 
The quality of such plays that does shake 
us, however, derives from the underlying fear 
of being displaced, the disaster inherent in 
being torn away from our chosen image of what 
and who we are in this world... Infact, it is 
the common man who knows this fear best.^ 
Miller fluctuated between the Greek version of tragedy with 
its emphasis on external causes and the Christian version 
with its idea of freedom and responsibility. 
The brief survey of the formative influences on 
Miller and his own theoretical assumptions and committed 
involvement in his milieu almost beg an exploration into the 
image of man which the complex mechanism of the dramatist's 
sensibility has created in his plays. As in Ibsen, in 
Miller's dramatic world, too, the supernatural and the 
mysteriously divine, have no ostensible role to play. With 
17. Arthur Miller, "Tragedy and the Common Man" in The 
Theatre Essays, p.5. 
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the withdrawal of God from human affairs man's existence and 
concommittant struggle have become more onerous and 
poignant. We have to see whether through topical dramatic 
coirpus and predominantly conventional realistic dramatic 
tradition Miller has succeeded in presenting an image of man 
which has an identifiable contemporary, local habitat as 
well as acquires universal or even archetypal and mythical 
dimensions. This is proposed to be worked out in the 
following six chapters of the study. 
CHAPTER II 
ALL MY SONS 
All My Sons (1947) is Miller's first play which won him 
applause for its theatrical success, and gave immense 
satisfaction to the dramatist himself for his presentation 
of the image of man which is as topical as it is archetypal. 
Man is presented as potentially strong and ever-striving for 
betterment in the evolutionary process, as he is essentially 
vulnerable to a variety of impersonal and personal forces 
which confront his effort to exist and be happy according to 
his own aspirations and plans. Before we proceed to analyse 
the play to determine the playwright's vision of man it will 
be useful to have a look at the antecedents of the play's 
composition in the present form. 
The origin of All My Sons is based on an actual 
event recounted to Miller by a pious old female relative 
from the Middle West. It concerned a family in the 
neighbourhood which was destroyed because the daughter had 
reported to the authorities her discovery that her father 
had been shipping faulty rraterials to the army during the 
War. Miller later confessed that he had transformed the girl 
of the actual event into a coy in the play and the resultant 
conflict between father and son relating to the antisocial 
act provided the moral crisis enabling him to explcre the 
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depth of human relationships. Throughout 1945 and '46 Miller 
wrestled with the causes and effects, the facts and the 
geometry of human relationships, to hold back any tendency 
to accord primacy to an idea, unless it literally forced 
itself out of the character's interpersonal relationships. 
All My Sons at this stage was called The Sign of the Archer. 
The first draft left Miller dissatisfied because of its 
looseness, the number of characters, and the inordinate 
importance attached to the mother, primarily on account of 
her acute neuroticism and astrological beliefs. On revision, 
the playwright subordinated her problems to the moral 
dilemma of the son, and rhe humanness of the father. He 
changed the title of the play to All My Sons as it had a 
direct bearing on the tragic dilemma of the protagonist. 
Miller's earlier plays Honcrs at Dawn (1937), They Toe Arise 
(1937), and The Man Who Had All the Luck (1944; were 
preparations to this end, and their worth lay in the fact 
that they contained Miller's later dramatic family in its 
seminal form. The playwright himself stated in the 
"Introduction" to his Collected Plays that the last 
mentioned drama, The Man Whc Had All the Luck, paved the way 
for All My Sons and Death cf a Salesman. 
All My Sons is e typically Ibsenesque play in 
seeking to resolve the conflict between private interest and 
social responsibility. The economic upheaval of the thirties 
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produced a strong social consciousness in the playwright, 
prompting him to evaluate the causes for the evil ingrained 
in society, and the subsequent responsibility of the 
individual. Miller does not allow any single entity to 
shoulder the total blame. Instead, he divides it between the 
society and the individual. Having grown up during the 
tumultuous . years of the War and Depression his 
responsiveness to economic injustices and struggles 
continued to be one of his chief concerns. 
Miller maintains that the concepts of Father and 
Mother are received by us unawares before the time we are 
conscious of ourselves as selves. They are thus in a 
subjective rather than an objective category. Feeling is 
more real than knowing and while we feel the family 
relations we know the social ones. The former has the 
apotheosis of the real, and the inevitability and foundation 
which is undisputably actual, while the social relations are 
mutable and accidental.^ As a self acknowledged dramatist of 
social dramas Miller defined his plays as "the drama of the 
whole man" and stated that "you cannot even create a 
truthfully drawn psychological entity on the stage until you 
understand his social relations".^ When one speaks tc one's 
1. Arthur Miller, "The Family in Modern Drama" in The 
Theatre Essays, pp. 80-32. 
2. Arthur Miller, "On Social Plays" in The Theatre Hssavs. 
p.57. 
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family the level of speech, the plain diction employed, the 
tone of voice and the inflections are suited to the 
intimacy of the situation. A confrontation with society 
enforces upon us a certain reliance on ritual. The language 
of the family is the language of private life. The language 
of society is the language of public life.^ 
All My Sons is concerned with the individual's 
alienation from society. Joe Keller the protagonist of the 
play is an affable, genial, prosperous, small-time 
manufacturer, still carrying the imprint of his back-alley 
roots, as he had been "put...out at ten" to "earn his keep." 
He is a self-made man and feels justifiably proud of the 
fact that he now occupies an imposing position in the 
community. Being improperly educated Keller is sceptical of 
formal education: 
Keller: ...everybody's getting so Goddam 
educated in this country there'll 
be nobody to take away the garbage. 
It's gettin' so the only dumb ones 
left are the bosses. 
Ann: You're not so dumb, Joe. 
Keller: I know, but you go into our plant, 
for instance. I got so many 
lieutenants, majors and colonels 
that I'm ashamed to ask somebody to 
sweep the floor. I gotta be careful 
I'll insult somebody. No kiddin'. 
16. Ibid.. p.125. 
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It's a tragedy: you stand on the 
street today and spit, and you're 
gonna hit a college man. 
He reads, speaks and listens with a terrible concentration 
and a sense of wonder is in evidence even when he is reading 
the wanted column of the newspaper: 








No, I'm just interested. To see 
what people want, y'know? For 
instance, here's a guy is lookin' 
for two Newfoundland dogs. Now 
what's he want with two 
Newfoundland dogs? 
That is funny. 
Here's another one. Wanted- old 
dictionaries. High prices paid. Now 
what's a man going to do with an 
old dictionary? 
Why not? Probably a book collector? 
You mean he'll make a living out of 
that? 
Sure, there's a lot of them. 
All the kind of business goin' on. 
In my day, either you were a lawyer, 
or a doctor, or you worked in a 
shop. Now ^ 
Joe's judgement is based on practical experience 
and earthy common sense. The boundaries of his existence are 
Arthur Miller, Collected Plays (New York: Viking 
Press, 1957), p.96. 




both literally and figuratively hedged by the surrounding 
shrubbery. Keller's family consists of wife Kate, and son 
Chris. They constitute his entire being and his sense of 
commitment to them is so complete, that it not merely 
insulates him from the outside world, but prompts Joe to 
sheild the family from its onslaughts. However, Keller 
shares a very warm relationship with the children of his 
neighbourhood. He is their hero because, contrary to the 
attitude of the other elders, Joe spares time for their 
innocent childish games. He becomes their partner in pranks, 
sportingly appointing officers from amongst them to check 
the use of bad language: 
Keller: ...On my word of honor there's a 
j ail in the basement. I showed you 
my gun, didn't I? 
Bert: But that's a hunting gun. 
Keller: That's an arresting gun! 
Bert: Then why don't you ever arrest any-
body? Tommy said another dirty word 
to Doris yesterday, and you didn't 
even demote him. 
Keller: Yeah, that's a dangerous character, 
that Tommy (Beckons him closer) 
What word does he say? 
Bert: Oh, I can't say that. 
Keller: Well, gimme an idea. 
Bert: I can't. It's not a nice word. 
28 
Keller: Just whisper it in my ear. I'll 
close my eyes. Maybe I won't even 
hear it.^ 
Essentially humane, Keller is petrified with the 
idea of disillusioning his wife Kate, believing in the 
freedom to lie at will if the truth jeopardises the family 
balance and prosperity: 
Chris: ...We've made a terrible mistake 
with Mother. 
Keller: What? ^ 
Chris: Being dishonest with her. That kind 
of thing always pays off, and now 
it's paying off. 
Keller: What do you mean, dishonest? 
Chris: You know Larry's not coming back 
and I know it. Why do we allow her 
to go on thinking that we believe 
with her? 
Keller: What do you want to do, argue with 
her? 
Chris: I don't want to argue with her, but 
it's time she realized that nobody 
believes Larry is alive any more. 
Why shouldn't she dream of him, 
walk the nights waiting for him? Do 
we contradict her? Do we say 
straight out that we have no hope 
any more? That we haven't had any 
hope for years now? 
Keller: You can't say that to her. 
Chris: We've got to say it to her. 
Keller: How're you going to prove it? Can 
you prove it? 
16. Ibid.. p.125. 
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Chris: For God's sake, three years! Nobody 
comes back after three years. It's 
insane. 
Keller: To you it is, and to me. But not to 
her. You can talk yourself blue in 
the face, but there's nobody and 
there's no grave, so where are you? 
An individual cannot isolate himself totally from 
the social forces around bim and Keller is also threatened 
v/hen the consequences of a past act catch up with him in the 
guise of a choice he had made. Keller had, several years 
back, been accused of involvement in the shipment of faulty 
cylinders which caused the death of several pilots. Joe 
Keller and his partner S-eve Deever get condemned, but 
Keller is pardoned on plea and the sentence is served on 
Steve who remains in jail for several years. Friends suspect 
foul play but Joe conveniently shifts the entire burden of 
responsibility on Steve. Talking to George, the condemned's 
man's son, he clarifies his situation: 
George: He hates your guts, Joe. Don't you 
know that. 
Keller: I imagined it. But that can change, 
too. 
George: Why? What'd you expect him to think 
of" you? 
Keller: I s a d to see he hasn't changed. 
As long as I know him, twenty-five 
Ibid., pp.66-67. 
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years, the man never learned how to 
take the blame.... 
Later he insists, 
There are certain men in the world who rather 
see everybody hung before they'll take 
blame. You understand me, George!^ 
Despite Joe's delusion, the horror of the deed is 
enhanced by the discovery that Keller's elder son who was 
also a pilot is lost in the action. Miller's play is an 
exploration of the psyche of the Keller family vis-a-vis 
this action which prompts Chris to say that his father 'had 
a talent for ignoring' . Ignore Joe did, because he did not 
accept his sense of guilt. Apparently he refuses to talk 
about Larry because of his love for his wife but acceptance 
of his death has far reaching consequences, and he advises 
Chris not to marry Ann, for "Marry that girl and you're 
pronouncing him dead." 
Joe's vision is myopic, because it is 
circumscribed within the precincts of his family. He is the 
archetypal and universal father, but his limited vision 
binds him to the immediate family not allowing his sense of 
commitment to enlarge to embrace a larger world. Keller's 
implicit desire is to "see everybody happy." Critics have 
8. iMd., p.109. 
9. Ibiq., p.110. 
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discussed Joe's sense of guilt in detail but his belief in 
his total innocence is such that the deeper implications of 
words, like 'jail', 'police', 'detective' escape his notice. 
He is not afraid and has nothing to hide: 
Ann: Do they still remeniber the case, 
Joe? Do they talk about you? 
Keller: The only one still talks about it 
is my wife. 
Mother: That's because you keep on playing 
policeman with the kids. All their 
parents hear out of you is jail, 
jail, jail. 
Keller: Actually what happened was that 
when I got home from the 
penitentiary the kids got very 
interested in me. You know kids. I 
was (Laughs) - like the expert on 
the jail situation. And as time 
passed they got it confused and...I 
ended up a detective.^" 
Joe is not scared of the above mentioned words because he 
has won the battle against the world, when he triumphantly 
walked down the street braving the jeering and mocking 
crowd, bearing in his pocket the court paper that had 
exonerated him. He underwent the ambiguous feeling of being 
simultaneosly innocent and guilty. This act of courage won 
him the respect of the neighbourhood: 
Keller: ...The day I come home, I got out 
of my car_ but not in front of the 
house...on the corner. You 
10. Ibid.. pp.79-80. 
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should've been here, Annie, and you 
too, Chris; you'd a seen something. 
Eve^^ybody knew l was getting out 
tti^t day; the porches were loaded. 
Picture it now; none of them 
believed I was innocent. The story 
was, I pulled a fast one getting 
tnyself exonerated. So I get out of 
tny car, and I walk down the street. 
But very slow. And with a smile. 
The beast! I was the beast; ...the 
guy who made twenty one P-40's 
crash in Australia. Kid, walkin' 
down the street that day I was as 
guilty as hell. Except I wasn't, 
and there was a court paper in my 
pocket to prove I wasn't, and I 
walked...past... the porches. 
Result? Fourteen months later I had 
one of the best shops in the state 
again, a respected man again; 
bigger than ever. 
Chris: (with admiration) Joe McGuts.^^ 
Joe's logic is simplistic and rests on social acceptance 
because "that's the only way you lick 'em is guts." 
His offer of job to Steve Deever is the 
consequence of an urge to appear magnanimous, large hearted, 
forgiving as he enjoys the model role of 'The Good Man' and 
'The Martyr': 
Keller: (To Ann).••I like you and George to 
go to him in prison and tell 
him..."Dad, Joe wants to bring you 
into the business when you get out." 
Ann: (surprised, even shocked) You'd have 
hi:n as a partner? 
16. Ibid.. p.125. 
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Keller: No, no partner. A good job. I want 
him to know, Annie... while he's 
sitting there I want him to know 
that when he gets out he's got a 
place waitin' for him. It'll take 
his bitterness away. To know you 
got a place...it sweetens you. 
Joe makes a similar offer for George^ 
Keller: Seriously, Ann. . .You say he's not 
well. George, I've been thinkin', 
why should he knock himself out in 
New York with that cut-throat 
competition, when I got so many 
friends here,- I'm very friendly 
with some big lawyers in town. I 
could set George up here.^ 
His constant appeal to be judged as a human being 
leads him to plead for Steve "the little man, " who "was 
frightened into lying," but it is in effect his own cause as 
a father that he is subconsciously petitioning. "A daughter 
is a daughter and a father is a father." A momentary easing 
of tension makes him relax into a confession regarding his 
state of health during the wartime implicating him directly 
in the crime for which Steve has been jailed: 
George: ...Joe, you're amazingly the same. 
The whole atmosphere is. 
Keller: Say, I ain't got time to get sick. 
Mother: He hasn't been laid up in fifteen 
years. 
Keller: Except my flu during the war. 
12. Ibid.. p.97. 











Well sure (To George) I mean except 
for that flu. Well, it slipped my 
mind, don't look at me that way. He 
wanted to go to the shop but he 
couldn't lift himself off the bed. 
I thought he had pneumonia. 
Why did you say he's never_? 
I know how you feel, kid, I'll 
never forgive myself. If I could've 
gone in that day I'd never allow 
Dad to touch those heads. 
George: 
Mother: 
She said you've never been sick. 
I said he was sick, George. 
With Kate's betrayal, Joe gets cornered. Totally vulnerable, 
afraid of Chris's dogged cold insistence and overwhelming 
fury, Keller pleads "I mean just try to see it human, see it 
human." His only chance of escape is an appeal to his son's 
finer sensibility: 
I want you to use what I made for you. I 
mean with joy, Chris, without shame...with 
joy. 
and despairs with, 
Who worked for nothin' in that war? When they 
work for nothin', I'll work for nothin'. 
...It's dollars and cents, nickels and dimes,-
war and peace,...What's clean?^® 
14. Ibid. • p . m . 
15. Ibid.• p.87. 
16. Ibid.. p.125. 
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His plea fall on deaf ears. Forlorn he says. 
What am I, a stranger? I thought I had a 
family here. What happened to my family?^ 
Lost, foresaken Joe is utterly disillusioned. He tells Kate 
"You wanted money, so I made money, what must I be forgiven" 
and fails to understand because for him there is no bigger 
citadel than his own family: "Nothin' in bigger...I'm his 
father and he's my son." Joe's life has been full of strife, 
toil and struggle. His death in the end is a mere ritual. 
Literal death had occurred when his family for which 
"there's nothing...! wouldn't forgive because he's my son," 
failed to understand and appreciate his true motives: 
"Christ, a man can't be a Jesus in this world." 
In his final awareness, that "they were all my 
sons," Joe succeeds in enlarging his vision to include the 
total universe. Keller's crime has to be gauged in human 
terms. His guilt is not one of deliberate intention but 
ignorance, because Joe's mind sees only as far as the 
business which comprises his total existence. Hence he is 
not committed to all the sons, as he was unaware of their 
presence, but to the two who were related to him through the 
16. Ibid.. p.125. 
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ties of blood. "In my day, when you had a son it was an 
honor." Keller was proud of the familial obligation he had 
managed to fulfil. 
Kate Keller, the mother archetype, is a complement 
to her husband. The guilt-pricked conscience in her case is 
so pronounced that it atones for Joe's blindness. Her 
dilemma is to protect Chris and Joe both from without as 
well as within. In the process all such forces that threaten 
her family are either totally rejected by her or held in 
abeyance: 
Mother: What your father did had nothing to 
do with Larry. Nothing. 
Ann: But we can't know that. 
Mother: (striving for control^ As long as 
you're here! 
Ann: But, Kate_ 
Mother: Put that out of your head!^® 
Seemingly Kate is waiting for her missing son, 
Larry, but the apple tree in the garden has already been 
planted as a memorial to him. Kate's non-acceptance of 
Larry's death has nothing to do with her privately. It is 
rather a cloak extended for the protection of her family. 
The others want to shield her from the shock of seeing the 
10. Ibid.. pp.79-80. 
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broken tree stump but Kate is the first one to see it and 
the reaction elicited from her is "so much for that, thank 
God." Kate Keller exists on two levels. The first is her 
family and the second is the realistic banal level. In her 
former role she appears deliberately deluded, her manner 
being strange, psychic. Kate is willing to go to any 
extremes to prove her conjectures over Larry's disappearance 
correct, even to the extent of seeking help from Frank Lubey 
and his astronomy: 
Chris: Mother! 
Mother: Listen to him! 
Frank: It was a day when everything good 
was shining on him, the kind of day 
he should've married on. You can 
laugh at a lot of it, I can 
understand you laughing. But the 
odds are a million to one that a 
man won't die on his favorable day. 
That's known, that's known, Chris: 
Mother: Why isn't it possible, why isn't it 
possible, Chris 
She resents Ann Deever, shrewdly guessing the 
reason for her visit, because for her the dead were best 
left dead even though she :nanages to delude the others. On 
the realistic level Kate realises that acceptance of Larry's 
death would amount to an admission of Joe's culpability: 
16. Ibid.. p.125. 
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Mother: ...He's coming back, and everybody 
has got to wait. 
Chris: Mother, Mother_ 
Mother: Wait, wait_ 
Chris: How long? How long? 
Mother: Till he comes; forever and ever 
till he comes! 
Chris: Mother, I'm going ahead with it. 
Mother: Chris, I've never said no to you in 
my life, now I say no! 
Chris: You'll never let him go till I do 
it. 
Mother: I'll never let him go and you'll 
never let him go! 
Chris: I've let him go. I've let him go a 
long_ 
Mother: Then let your father go. 
Keller: She's out of her mind. 
Mother: Altogether! Your brother's alive, 
darling, because if he's dead, your 
father killed him. Dc you 
understand me now? As long as you 
live, that boy is alive. God does 
not let a son be killed by his 
father. Now you see, don't you? Now 
you see.^ 
The intelligent reader understands her motive and recognises 
her instinctive knowledge, hence the injunction: 
Mother: Believe with me Joe, I can't stand 
alone...You above all have got to 
believe, you_ 
20. Ibid.. pp.113-114. 
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Keller: Why me above all? 
Mother: Just don't stop believing. 
Keller: What does that mean, me above all?^^ 
Her appreciation of Ann rings false and she tries 
to convince the girl that deep down in her heart she had 
been waiting for Larry because "in my worst moments, I think 
of her waiting." The belief is a subterfuge behind which 
Kate hides. She is desperate when both Ann and Chris firmly 
convince her to face reality: "If he's not coming back then 
I'll kill myself." George is another challenge to be coped 
with. Kate's instinctive and overwhelming love seeks to 
assuage him when he confronts Joe with the truth he learnt 
from Steve: 
George and us have no argument. How could we 
have an argument, Georgie? We all got hit by 
the same lightening,. . . 
Kate Keller is more aware than the others of the skeletons 
in the family closet and warns Joe , 
Mother: ...George is a lawyer. All these 
years he never even sent a postcard 
to Steve. Since he got back from 
the war, not a post card. 
Keller: So what? 
Mother: Suddenly he takes an airplane from 
New York to see him. An airplane: 
21. Ibid., p.74. 
16. Ibid.. p.125. 
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Keller: Well? so? 
Mother: Why? 
Keller: I don't read minds. Do you? 
Mother: Why, Joe? What has Steve suddenly 
got to tell him that he takes an 
airplane to see him? 
Keller: What do I care what Steve's got to 
tell him? 
Mother: You're sure, Joe? 
Keller: Yes I'm sure. 
Mother: Be smart now, Joe. The boy is 
coming. Be smart. 
Keller: Once and for all, did you hear what 
I said? I said I'm sure! 
Mother: All right, Joe. Just...be smart.^^ 
By the time the action of the play reaches Act III 
we find her very agitated, rocking ceaselessly in her 
chair. She had thought that just as she was aware of Joe's 
guilty secret Chris had also all along known or at least 
suspected it. All her life during problems Joe had "yelled 
at her" and thought "that settled matters," and till the end 
she has been pleading on his behalf. His ritualistic death 
symbolically releases her from the bondage and she in turn 
frees Chris to "live life." 
Kate's commitment to her family is total. Being 
fundamentally like her husband, only the personal and 
10. Ibid.. pp.79-80. 
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immediate are real to her. In her estimate if Larry is 
believed to be alive then war has no reality and Joe's crime 
gets negated. But if it is the contrary then the painful 
reality of war through its association declares Keller 
guilty of the murder of his own son. But of all the major 
characters Kate enjoys the privilege of being very human in 
the moods and stances she adopts right from the dramatic 
situation of a caring wife complaining of the garbage.-
Mother: Joe? 
Chris: Hello Mom. 
Mother: (to Keller) Did you take a bag from 
under the sink? 
Keller: Yeah, I put it in the pail. 
Mother: Well, get it out of the pail. 
That's my potatoes. 
Keller: (Laughing) I thought it was 
garbage. 
Mother: Will you do me a favor, Joe? Don't 
be helpful. 
to the psychic mother narrating her dream: 
I was fast asleep, and-Remember the way he 
used to fly low past the house when he was in 
training? When we used to see his face in the 
cockpit going by? That's the way I saw him. 
Only high up. Way, way up, where the clouds 
are. He was so real I could reach cut and 
touch him. And suddenly he started to 
fall.And crying, crying to me...Mom, Mcot! I 
could hear him like he was in the room.^ 
24. Ibid.. pp.69-70. 
10. Ibid.. pp.79-80. 
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to a patronising old acquaintance appreciating Ann's good 
looks and clothes: 
Mother: Annie where did you get that dress! 
Ann: I couldn't resist... How's that for 
three week's salary. 
Mother: (to Keller) Isn't she the most_? 
(To Ann) It's gorgeous, simply 
to a fashionable lady of the world enjoying her 
hairdressing, she is not merely Joe's alter ego but a 
living, breathing human being capable of multitudinous 
emotions. 
Chris Keller like his father is a listener, 
capable of immediate affection and loyalty. When seen 
together for the first time, the son and father are 
compatible and there seems to be no strain or tension. For 
Chris who has brought from the war an idealistic morality of 
brotherhood, his father is a "greac guy" and "he's the only 
one who loves his parents," because "it went out of style." 
Though Chris has managed to 
survive the war physically 
unwounded, he carries psychological traumas and guilt for 
his inadequacies, on the one hand, and a fear of being 
condemned by his own idealism on the other, if he enjoys the 
fruits of wartime economy. He is torn between loyalty for 
16. Ibid.. p.125. 
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his family and exasperation at being shackled by their 
excessive overprotective postures forcing decisions on him: 
Chris: Mother, I'll bet you money that 
you're the only woman in the 
country who after three years is 
still_ 
Mother: You're sure? 
Chris: Yes, I am. 
Mother: Well, if you're sure then you're 
sure. They don't say it on the 
radio but I'm sure that in the dark 
at night they're still waiting for 
their sons. 
Chris: Mother, you're absolutely_ 27 
The play begins with Chris determined to assert 
himself and claim only those things which he regards as 
suitable. As an initial step he invites Ann Deever his elder 
brother's sweetheart. This forces into the open the central 
conflict of the play, between the father and the son, the 
dramatic representation of which is Larry's supposed or 
actual death and its subsidiary connections: 
Chris: ...You know why I asked Annie here, 
don't you? 
Keller: Why? 
Chris: You know. 
Keller: Well, I got an idea, but_ what's 
the story? 
16. Ibid.. p.125. 
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Chris: I'm going to ask her to marry me. 
Keller: Well, that's only your business, 
Chris. 
Chris: You know it's not only my business. 
Keller: What do you want me to do? You're 
old enough to know your own mind. 
Chris: Then it's all right, I'll go ahead 
with it!^® 
and, 
I've given it three years of thought. I'd 
hoped that if I waited, Mother would forget 
Larry and then we'd have a regular wedding 
and everything happy. But if that can't 
happen here, then I'll have to get out.^^ 
Initially Joe's involvement is only peripheral as 
the action revolves around Kate. The loyalties of the mother 
are divided. However she prefers to protect Joe's 
vulnerability. Chris's resentment mounts when Joe claims 
that Larry never flew a P-40, but Kate succumbs to the 
emotional pressure, breaking down to reveal the actual basis 
of her refusal to accept Larry's death. Chris Keller's 
dilemma centres on the desire to start life afresh, which he 
envisages only after reciprocation of his love for Ann, and 
to live down the memory of a guilt whose tentacles are 
spreading to suffocate his entire family. His war 
28. Ibid.• p.67. 
29. Ibid.. pp.68-69. 
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experiences have tutored him into a feeling of 
responsibility that man feels for man. Its values entail 
sacrifices, unselfishness, worth, relatedness, brotherhood 
and integrity. Chris remembers with poignancy the boys who 
fought along with him and died: 
It takes a little time to toss that off. 
Because they weren't just men. For instance, 
one time it'd been raining several days and 
this kid came to me, and gave me his last 
pair of dry socks. Put them in my pocket. 
That's only a little thing but...that's the 
kind of guys I had. They didn't die; they 
killed themselves for each other. I mean that 
exactly; a little more selfish and they'd 
' ve been here today. And I got an idea-
watching them go down. Everything was being 
destroyed, see, but it seemed to me that one 
new thing was made. A kind of responsibility. 
Man for man.^^ 
His father's business world represents alienation, 
practicality, selfishness, a rat-race in which man kills 
man, war is meaningless and sacrifices akin to "bus 
accidents." The contrast between the two worlds is so gaping 
that Chris visualises the material comforts of his father's 
world to be war loot and plunder. Even Ann seems covered 
with blood as Chris's embarrassment and shame do not allow 
him to be natural with her forcing Ann's comment, "I don't 
want to win you away from anything." 
16. Ibid.. p.125. 
46 
Act II begins with Chris sawing off the apple 
tree- an extension of the Larry motif, symbolically attacking 
at the roots of the subterfuge and secrecy which envelops 
the family. Tension begins to mount with the entry of Sue 
Bayliss who considers Chris's phony idealism a bad influence 
on her husband Jim, 
Sue: Chris makes people want to be 
better than it's possible to be. He 
does that to people. 
Ann: Is that bad? 
Sue: My husband has a family, dear. 
Every time he has a session with 
Chris he feels as though he's 
compromising by not giving up 
everything for research. As though 
Chris or anybody else isn't 
compromising. It happens with Jim 
every couple of years. He meets a 
man and m^es a statue out of him.^-
Doubt creeps into the father son relationship when George 
Deever convinces him that his father's track record is 
crooked, and despite Kate's cify to the contrary Chris 
questions. "How could you do that? How?...Dad... Dad, you 
killed twenty-one men." 
Chris had so idealized his father that any scar to 
blemish his citadel of idealism was enough to crumble its 
entire edifice. Like Joe, Chris had made himself secure in 
the invincible fortress. His refusal to accept Joe's guilt 
16. Ibid.. p.125. 
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stems from an awareness of his own involvement because chance 
had forced him to become a dominant factor in his father's 
degradation. His rage and fury are thus directed at himself 
also. In an extremely human fashion he tries to extricate 
his idealism from his father's expediency. "I never saw you 
as a man. I saw you as my father. I can't look at you this 
way. I can't look at myself." His manner becomes deadly 
insistent when he questions Keller, and Chris whose 
anguished cry of "I have been a good son too long, a good 
sucker" now takes the form of a subtle predator inexorable 
in pursuit of his victim. In his fury he coldly rejects all 
overtures made by his erstwhile demigod parent: 
Chris: Then...you did it? 
Keller: (with the becrinning of plea in his 
voice) He never flew a P-40_ 
Chris: (struck; deadly:) But the others. 
Keller: She's out of her mind. 
Chris: (unyielding) Dad...you did it? 
Keller: He never flew a P-40, whac's the 
matter with you? 
Chris: Then you did it. To the others. 
Keller: What's the matter with you? What 
the hell is the matter with you? 
Chris: Dad...Dad, you killed twenty-one men 
Keller: What, killed? 
Chris: 
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You killed them, you murdered them. 
Keller: I didn't kill anybody! 
Chris: Then explain it to me. What did you 
do? Explain it to me or I'll tear 
you to pieces!^ 
Chris cannot live in a social vacuum. Jim 
Bayliss's opinion of Chris is that he has a dual 
personality. In the war he was a killer but in life he was 
afraid of all of God's creatures. Chris's outraged sense of 
morality proposes a compromise in escape from home to 
Cleveland. He confesses to Ann that "he's yellow" because he 
did nothing even after suspecting his father. From idealism 
Chris switches over to practicality as he now understands 
the real meaning of the term "compromise." Chris feels that 
survival demands practicality whereas all along he had been 
preaching otherwise: 
Chris: ...if I knew that night when I came 
home what I know now, he'd be in 
the district attorney's office by 
this time, and I'd have brought him 
there. Now if I look at him, all 
I'm able to do is cry. 
Mother: What are you talking about? What 
else can you do? 
Chris: I could jail him: I could jail him, 
if I were human any more. But I'm 
like everybody else now. I'm 
practical now. You made me 
practical. 
16. Ibid.. p.125. 
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Mother: But you have to be. 
Chris: The cats in that alley are 
practical, the bums who ran away 
when we were fighting were 
practical. Only the dead ones 
weren't practical. But now I'm 
practical, and I spit on myself. 
The rot had affected the whole world and Joe Keller was not 
Everyman but his father who had to reject alienation and 
recognise his relatedness to the world and the universe. 
The second important family of All My Sons 
consists of the Deevers. The basic difference between the 
Kellers and the Deevers lies in their attitude to their 
respective fathers. Ann and George have rejected their 
father at the outset. "I've never written to him, neither 
has my brother." Ann in particular is embarrassed and 
ashamed for Steve asking "Haven't they stopped talking about 
Dad, " and has already filled the vacant gap left by Steve 
with Joe Keller's image. She is a practical, sensible, 
confident and down-to-earth girl who fails to correlate with 
Kate's desire for dissembling as "she can't stand scheming": 
Mother: ...You- go out much? 
Ann: You mean am I still waiting for 
him? 
Mother: Well, no. I don't expect you to 
wait for him but 
16. Ibid.. p.125. 
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Ann: (kindly) But that's what you mean, 
isn't it? 
Mother: Well...yes. 
Ann: Well, I'm not, Kate.^'^ 
Though stronger than other characters Ann's vulnerability 
lay in the sense of shame she feels for her father. She 
admires Joe but is mystified by his magnanimity for Steve as 
she herself cannot forgive him for his complicity, 
It's wrong to pity a man like that. Father or 
no father, there's only one way to look at 
him. He knowingly shipped out parts that 
would crash an airplane, i^d how do you know 
Larry wasn't one of them?-^^ 
Ann Deever is astute enough to see through most of 
the characters. She recognises Kate's wariness, reciprocates 
Chris's love, but knows that Larry's ghost stands as a 
barrier between them constraining Qiris and making him feel 
ashamed: 
Chris: You're not sorry you came? 
Ann: Not sorry, no. But I'm- not going 
to stay. 
Chris: Why? 
Ann: In the first place, your mother as 
much as told me to go. 
34. Ibid.. p.77. 
16. Ibid.. p.125. 
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Chris: Well_ 
Ann: You saw that- and then you- you've 
been kind of-
Chris: What? 
Ann: Well...kind of embarrassed ever 
since I got here.^ 
She believes in Joe's innocence at the expense of her own 
father and starts to doubt the veracity of her beliefs only 
after Sue Bayliss plants seeds of suspicion in her mind. 
Sue's bitter experiences at the behest of the Keller family 
appear totally fictional but prompt her to christen them as 
"the holy family": 
You know what I resent, dear? 








I resent living next door to the 
Holy Family. It makes me look like 
a bum you understand? 
I can't do anything about that. 
Who is he to ruin a man's life? 
Everybody knows Joe pulled a fast 
one to get out of jail. 
That's not true! 
Then why don't you go out and talk 
to people? Go on, talk to them. 
There's not a person on th^ block 
who doesn't know the truth. 
36. Ibid.• p.83. 
37. Ibid.• pp.93-94. 
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Ann's disillusionment is balanced again by a compromise- a 
weapon Miller employs with his other characters also. In 
this case it involves the release of Chris; 
I'll do nothing about Joe, but you're going 
to do something for me. (Directly to Mother): 
You made Chris feel guilty with me. Whether 
you wanted to or not, you've crippled 
him in front of me. I'd like you to tell him 
that Larry is dead and that you know it. You 
understand me? I'm not going out of here 
alone. There's no life for me ^ that way. I 
want you to set him free. And then I promise 
you, everything will end, and we'll go away, 
and that's all.^® 
The freedom of Chris was being bought at the cost 
of her silence. Till the end she keeps the secret of Larry's 
letter intact, but the relentless conflict between the 
members of the Keller family^ compels her to awaken them from 
their sleep of non-involvement by the startling disclosure 
of the manner of Larry's death: 
Larr%': ...I don't know how to tell you 
what I f eel. . . . I can't face 
anybody.... I'm going out on a 
mission in a few minutes. They'll 
probably report me missing. If they 
do, I want you to know that you 
mustn't wait for me. I tell you, 
Ann, if I had him there now I could 
kill him ^^ 
38. Ibid.• p.121 
16. Ibid.. p.125. 
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George Deever, a lawyer by profession seems to be 
on the edge of his self restraint when he first appears. He 
speaks quietly as though afraid to find himself screaming. 
Operating under great strain and tension George is careful 
about not wanting to hurt Kate. Being increasingly bitter 
about his father's condition he exclaims: 
He's a little man. That's what happens to 
suckers, you know. It's good I went to him in 
time- another year there'd be nothing left 
but his smell. 
George knows that it is not merely Keller who has destroyed 
his father. Prompted by his own sense of guilt of negligence 
towards Steve he raves: 
George: (to Ann) ...I couldn't go back to 
work when you left. I wanted to go 
to Dad and tell him you were going 
to be married. It seemed impossible 
not to tell him. He loved you so 
much. Annie- we did a terrible 
thing. We can never be forgiven. 
Not even to send him a card at 
Christmas. I didn't see him once 
since I got home from the war! 
Annie, you don't know what was done 
to that man. You don't know what 
happened. 
The rejection by the family had added to his 
father's woe, and his diminishing stature. Their misfortune 
was that the whole family had joined the world in the 
40. Ibid.. p.100. 
41. Ibid.. p.101. 
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rejection. George's visit to the jail removes many a cobweb 
and he returns to redeem Steve. However the combined attack 
of Kate's overwhelming affection and Joe's cold logic waylay 
him and being Steve Deever's son his courage deserts him. 
Steve Deever has not appeared in person but his 
tragedy is built on a whole gamut of emotions, behaviour and 
personality traits revealed by the other characters. He 
appears to be a small, mousy, insignificant individual 
without the capacity for shouldering responsibility. He 
could be trusted to lie to avoid tight corners. His own 
children failed to respect him on account of this weakness. 
His family instead of helping and supporting him in his hour 
of need, abandon him even though he pleads innocence till 
the ver^ / last moment. It is only after George manages to 
disentangle himself from the influence of the Holy Family 
that his actual plight is understood. But his fate remains 
uncertain to the end. 
The third family of the play consists of Doctor 
Jim Bayliss, his wife Sue who was a nurse before her 
marriage and their children. Bayliss is a wry, self-
controlled gentleman, an easy talker but with a wisp of 
sadness that clings to his self-effacing humour. Tired, long 
suffering his advice to Ann, on their first meeting is "When 
you marry, never-even in your mind-- never count your 
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husband's money." Quick to make his own compromises Jim had 
all along known about Joe's guilt. So he tells Kate that 
"these private revolutions always dis," and one continues 
to live "in the usual darkness where it is difficult to 
remember the kind of man I wanted to be" because every man 
has a star of honesty". . . "and you spend your life groping 
for it but once it's out it never lights again." Sue 
Bayliss, his wife, is a bitter insecure woman who constantly 
needles her husband to be realistic. She feels the 
importance of money because Jim and she were married on her 
salary. She believes that if a wcinan supports her husband, 
he feels that he owed her something and resentment and 
distancing normally follow. Sue is extremely unhappy over 
Jim's association with the Kellers, and considers Chris' 
idealis- phoney. In her opinion v:.en are "like little boys 
for they feel too hot to go out to the beach with the wife 
but can cut the neighbour's grass.'' 
The tragedy of Joe Keller and his wife is one of 
degrees of alienation. For them there is no world beyond the 
four walls of their home, and no individual worth any 
concern save their immediate family, or at best close friends 
around them. This corresponds to the American myth of the 
family privacy. This is their definition of the world and 
society. For them personal and private interests are of 
prime ir.portance. But for both Chris and the absent Larry, 
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because of their war experiences, the family has grown in 
dimension to include the whole world. Joe Keller has sinned 
against society, but that very society itself inculcated the 
values of privacy in him. The conflict of All My Sons, is 
therefore between two forces- the family spearheaded by Joe 
and the society represented by Chris, both of them being 
inherently good, because Joe claims unshakeable undying 
allegiance to the family, and Chris pleads for greater 
responsibility towards all the sons of the world. Compromise 
is the key to the problem faced by these characters. The 
recognition of the need for compromise is the initial step, 
the levels of correspondence the next stage, the degree and 
extent, the third important issue at stake. 
The existing objective source of All My Sons 
enabled Miller to decide on the form he would give to the 
play. Based on the solid bedrock of reality so as to "make 
sense to the common sense of the people" - the play remained 
as untheatrical as possible with no interference in its 
artlessness. 
The ghastliness of the deed from the past gets 
more pronounced because it continues to live in the 
conscience of the characters serving as a recurrent motif 
in the background. The dramatic projection of this is 
provided by the Larry theme and the varying degrees of 
reactions of the various people. The innate humanness of 
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these people is evident in these reactions, namely Joe's 
myopic vision, Kate's pyschic pronouncements, Chris's mask 
of idealism, Ann's practical acceptance, George's uncertain 
doubts and Jim's humane attitudes. 
In this sense, Larry ceases to be a mere character 
but becomes a point of reference, a touchstone, an oracle, 
unwittingly prompting people to shed their 'unrelatedness' 
and exhibit increasing awareness of the world and society 
around them. All Mv Sons stops at being an assertion in 
terms of the plain right and wrong, but becomes a 
declaration that man cannot walk away from the moral 
consequences of any deed done. There was no question of the 
consequences getting ameliorated by anything that Chris 
could do because the damage was irreparable. The stake 
involved was the conscience of Joe Keller. In the "Tragedy 
and Common Man" Miller observes: 
The flaw, or crack in the character, is really 
nothing...but his inherent unwillingness to 
remain passive in the face of what he 
conceives to be a challenge to his dignity, 
his image of his rightful status. Only the 
passive, only those who accept their lot 
without active retaliation, are "flawless"."* 
In an interview with Robert Martin, Miller explains: 
The relation of man to man is a psychological 
problem, or a social problem....I think that 
42. Arthur Miller, "Tragedy and the Common Man" in The 
Theatre Essays, p.4. 
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what I'm dealing with most of the time is an 
attempt...to reach out beyond the real world 
toward some humanistic call... working on 
human situations...people violate...natures 
in the course of life, and what we're trying 
to do all the time is to get back to the 
structure which is human. By one compromise 
or another, by one mistake or another, or by 
one ambition or another, we end up where 
we're no longer ourselves. 
Throughout Miller's work the focus remains on the family, 
man, woman and sons. Within this conceptual framework Miller 
examines the relation between man and man, man and family, 
and man with himself. The family becomes merely a workable 
metaphor employed to find a solution to the mystery of human 
relationship. In Miller's dramatic family, man is engaged in 
a search for meaning and relevance, and the family provides 
the physical reality within which he can safely operate. 
Even though he may die in the end the knowledge gained is 
worthwhile. Domestic relationships are thus a means of 
attaining the probity that will enable him to live with 
mankind. Miller's theme was the social morality of the 
human being. This required a thorough investigation of the 
outside universe by the individual mainly because he was 
also a part of it. The playwright's dramatic family serves 
the purpose of miniaturising the universe. The cosmos 
becomes reduced on the canvas into the immediate family with 
43. Robert Martin's Interview with Miller, entitled, "Arthur 
Miller and the Meaning of Tragedy" in Modern Drama, 13, 
No.l. (May 1970), pp. 34-35. 
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which the characters can very easily correlate. Also the 
reactions of the protagonists intensify and concentration 
becomes acute because of inter-relationships. Thus the 
family stops at being just a narrow or reduced canvas. 
Instead it magnifies itself to symbolise the macro reality 
of the world. The members of the family become archetypes of 
this reality. In extending out of the family circle into the 
social reality, it broaches upon the subject of social 
commitment, responsibility, social honour. The exercise 
expands its vision lifting the complex entanglements from 
the particular to the general. The emergent image of man is 
heroic because it is the result of his higher perception. 
The Individual has already passed through the stages of 
'purpose' and 'passion,' having made his conscious choice 
whether right or wrong, faced the consequences and miseries 
of the choice, and has finally attained the 'perception.' 
The suicide of Joe Keller thus translates itself into a 
ritualistic exercise, more as a logical culmination, a 
requirement, an exigency of the plot and a structural 
necessity. Both Joe and Kate, the universal father and 
mother, had already died when their kith had rejected them. 
Joe's life is also like the illusion that Kate is managing 
to continue for Larry. 
Keller's tragedy, as Miller had observed, was the 
consequence of man's total compulsion to evaluate himself 
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justly. In an interview with Olga Carlisle and Rose Styron, 
Miller explained: 
The tragic hero was supposed to join the 
scheme of things by his sacrifice. It's a 
religious thing, I've always thought. He 
threw some sharp light upon the hidden scheme 
of existence, either by breaking one of its 
profoundest laws, as Oedipus breaks a 
taboo,...or by proving a moral world at the 
cost of his own life. And that's the 
victory.'*'* 
Joe's life is essentially a 'rags to riches' story 
of individualistic effort against all odds, even to the 
extent of shipping faulty cylinders. He is a typically 
middle class businessman struggling to establish himself in 
the topical milieu of a post war-torn nation. The cut throat 
competition of a highly advertised consumer society becomes 
a bane with such small time entrepreneurs. The ethos and 
ethics of Joe's world are governed by the dictates of the 
milieu and it is only through courage and determination that 
Joe manages to become prosperous and respectable. However 
his past returns as a disastrous determiner to hold his 
present destiny at stake. The repercussions and 
ramifications thoroughly capture Joe and his family in their 
tentacles. Helpless on account of culpability the "ghost" 
44. Olga Carlisle and Rose Styron in "Interview with 
Miller," The Theatre Essavs. p.269. 
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cannot be laid aside because it demands exorcism through 
atonement. Joe lets the past crime live on in the Larry myth 
lending to his suffering the manifestation of destiny. His 
crime does not end at the incident but extends itself in its 
continued cover up in the guise of Kate's grief for Larry. 
As it was too late for Joe to make amends death was the only 
manner of expiation. But Keller's death includes a 
perception of a higher truth, and a redemption from the 
inextricable bondage to sin or guilt. The emergent image of 
man is characteristic of a tragic hero_ both crushed and 
victorious. It is thus a jre-emphasis of the forces of 
affirmation. Moreover the moral dilemmas and issues cease 
to remain entirely Joe's. Growing in dimensions Joe, Chris 
and Kate attain mythical dimensions like Oedipus and Orestes 
and their tragedy and affirmation becomes duly proportioned 
to their heightened representative statures. 
CHAPTER III 
DEATH OF A SALESMAN 
When All My Sons catapulted Miller into fame, Death of a 
Salesman, his second important family play firmly 
entrenched him on the pedestal of success. Published in 1949 
its original title was The Inside of His Head and fetched 
for Miller the Pulitzer Prize, the New York Drama Critics 
Award, Antoinette Perry Award, Theatre Club Award to mention 
only a few. The play repeats the syndrome consisting of 
father, mother and two sons. Miller had by this time gained 
awareness of the true potential available in the exploration 
of human relationships within the family, and his constant 
forays into the field of playwriting lent him confidence in 
matters of technique. Death of a Salesman took up from where 
All My Sons left off. The latter had dealt with the subject 
of the human psyche in a realistic fashion, emphasizing the 
relation between individuals, particularly father and sons 
in the face of moral dilemmas and guilt consciences. Miller 
is a traditional figure. Thematically his plays observe a 
connection but their methods show a marked contrast. The 
method of All My Sons is linear, and predominantly Ibsenite, 
being a rare example of a dramatist discovering an existing 
form suitable to the realization of his own experience. The 
action begins after the War and works itself out along 
Ibsen's retrospective method. However, the human image 
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explored is partial, with the War serving as the central 
pivotal motif which externalizes the intrinsic guilt of Joe 
Keller. Miller explains himself in his Introduction thus: 
I think now that the straight-forwardness of 
the All My Sons form was in some part due to 
the relatively sharp definition of the social 
aspects of the problem it dealt with. It 
was conceived in wartime and begun in 
wartime; the spectacle of human sacrifice in 
contrast with aggrandisement is a sharp and 
heart-breaking one. 
Death of a Salesman essentially continues the same 
human image that was etched out in All My Sons, but with a 
greater perceptiveness and fullness. Its realistic 
rootedness is as solid as in the previous play, but the 
quest for identity and self becomes more pronounced and 
complex. The emphasis now shifts from the external events to 
a probing into the psychological reality and the inner self 
of the individual, the parameters being social, emotional, 
economical, and egoistical, lending to the emergent human 
image greater comprehensiveness on the one hand and depth, 
profundity, and insight, on the other. The result is a 
multi-dimensional exposure of the real personality of the 
individual. The play under consideration enlarges the 
purview to include two other important aspects,- the 
American mythical context, and an inner probity added by the 
individual becoming a victim to this topical issue. The 
1. Miller, "Introduction," Collected Plavs. p.22. 
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emotional demands that the protagonist makes over himself as 
a family man-father, husband, friend in addition to being an 
independent social and economic entity assume greater 
urgency and significance. Miller becomes more adventurous in 
this play, by experimenting with a pastiche of 
expressionism, dream technique, flashbacks, memory, 
symbolism, all contributing to the complexity of the 
structural fabric of the play. Structurally, therefore it is 
an achievement of remarkable originality. Although rooted in 
the Ibsenesque tradition of realism, with its typical 
pattern of presenting a gulf between aspiration and ability 
to achieve, the play extends the borders of realism without 
straining its credibility. It mirrors the dilemmas of a 
disoriented and imbalanced mind. Like the preceding play, 
Death of a Salesman also adheres to the belief, that the 
complete vision of an individual as a dramatic entity, can 
be achieved, by a comprehension of his past as well as his 
present. This constituted the process of revelation of 
events and moral consequences, caused by the manifest and 
the hidden.However, the need for exposure through innuendos, 
hints, allusions and half veiled intimations, so patently 
used in the earlier play, is minimised as "everything is 
assumed proven to begin with." The process of revelation 
constitutes a mere recall of the already known. Though not 
explicitly brought out through the dramatic action the 
essential conflict is again between man and his conscience, 
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individual versus his dreams, the chasm between aspirations 
and ability to fulfil them, all of which become more 
poignant because of the twentieth century materialistic and 
commercial context. 
In the "Introduction" to his Collected Plays 
Miller elucidates the genesis of Death of a Salesman thus: 
The first image that occurred to me which was 
to result in Death of a Salesman was of an 
enormous face the height of the proscenium 
arch which would appear and then open up, and 
we would see the inside of a man's head...for 
th inside of his head is a mass of 
contradictions.^ 
Later in the same Introduction Miller recounts. 
The play grew from simple images....It grew 
from images of futility... convoluted discu-
ssions, wonderments, arguments, 
belittlements, encouragements, fiery 
resolutions, abdications, returns,partings... 
tremendous opportunities....The images of 
aging and so many of your friends already 
gone....The image of the son's hard, public 
eye upon you, no longer swept by your myth, 
no longer reusable from his separateness, no 
longer knowing you have lived for him and 
have wept for him....The image of people 
turning into strangers who only evaluate one 
another.^ 
In an interview with Olga Carlisle and Rose Styron Miller 
remembers: 
2. Ibid.. p.23. 
11. Ibid., p.180. 
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...the father was really a figure who 
incorporated both power and some kind of a 
moral law which he had either broken himself 
or fallen prey to. He figures as an immense 
shadow.... The reason that I was able to write 
about the relationship...was because it had a 
mythical quality to me.... Willy is based on 
an individual whom I knew very little who was 
a salesman;.... He gave one of those 
impressions that is basic, evidently. When I 
thought of him, he would simply be a mute 
man: he said no more than two hundred words 
to me....Later on, I had another of that kind 
of contact, with a man whose fantasy was 
always overreaching his real outline. I've 
always been aware of that kind of an agony, 
of someone who has some driving, implacable 
wish in him which never goes away, which he 
can never block out. And it broods over him, 
it makes him happy sometimes or it makes him 
suicidal, but it never leaves him. Any hero 
whom we even begin to think of as tragic is 
obsessed, whether it's Lear or Hamlet or the 
women in the Greek plays. 
Death of a Salesman originated in this fashion and 
its roots extended to a sketch entitled In Memorium which 
Miller wrote during the depression days, describing a 
salesman named Shoenzeit, who committed suicide by jumping 
in front of a subway train. The drama portrays the final 
days in the history of the protagonist's tortured existence. 
Willy Loman is a sixty year old travelling salesman who 
covers the territory between Brooklyn and New England in the 
course of his business missions. When seen for the first 
4. Olga Carlisle and Rose Styron, "Interview with 
Arthur Miller," in Robert Martin ed.. The Theatre 
Essays, pp.267-268. 
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time he appears mentally, physically and emotionally 
drained, almost at the end of his tethered life, seeking 
reassurances about his true identity from the tangible and 
intangible forces surrounding him. In the wake of these 
conflicts Willy emerges as an innately human figure pitted 
against these colossal forces. His combat strategy opposing 
the concentric patterns emerging from within and without, 
codify him as a heroic figure in human terms, despite the 
initial impression of disintegration. 
Willy Loman's house, a small dream like, fragile 
seeming place is hemmed in by a towering angular vault of 
apartment houses of all shapes, on all sides, with a sharp 
contrast in the light that falls on his house, which is blue 
tinted, and the angry orange glow on the surrounding area. 
Willy's house appears like a dream arising out of reality 
emphasising the soullessness of society which is represented 
by the concrete jungle hedging Willy, depriving him both 
literally and figuratively of fresh air, light, and symbolic 
Life Force: 
Willy: Why don't you open a window in 
here, for God's sake? 
Linda: (with infinite patience) They're 
all open, dear. 
Willy: The way they boxed us in here. 
Bricks j.and windows, windows and 
bricks.^ 
5. Miller, CQll^gted Pl^ys, p.134. 
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He feels suffocated by the 'bricks and windows' and 
remembers with nostalgia the 'elms they planted, the lilacs, 
wisterias, peonies, daffodils, but now even the grass cannot 
grow.' 
The carefully etched out setting is highly 
suggestive and anticipatory of the predicament of the 
protagonist. The sense of enclosure, of being trapped or 
constrained is akin to the one created by Ibsen in his Brand 
and Little Eyolf. where the fjord and the surrounding hills 
flanking the place of dramatic action, contribute to the 
building up of the tragic predicament of the human 
sufferers. Willy Loman, however, tries to diffuse the 
depressing and constricting reality by trying to be 
nostalgic about the past. He recollects the fragrance and 
beauty of the flowers in the past, which only ser^ res to 
enhance the plight of Loman in the present day. As he 
enters, his wife calls out and he answers: 
Willy: It's all right. I came back. 
Linda: Why? What happened? Did something 
happen, Willy? 
Willy: No, nothing happened. 
Linda: You didn't smash the car, did you? 
Willy: (with casual irritation) I said 
nothing happened. Didn't you hear 
me? 
Linda: Don't you feel well? 
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Willy: I'm tired to the death. I couldn't 
make it. I just couldn't make it, 
Linda.^ 
The introductory image of Willy is one of fatigue, 
abjectness, irritability, and failure. Evidence is provided 
by two utterances in the above conversation: "Nothing 
happened" and "I just couldn't make it." The first refers to 
external forces, and the second one is a logical conclusion 
of Willy's own little personal failures, lack of effort, 
reticences, and probably a total breakdown of confidence. 
Tired and exhausted Willy fails to concentrate and the 
awareness of his failure makes him numb. At this point of 
time, in order to counter the miserable depression engulfing 
him, Loman takes recourse to dreaming, feeling the warm air 
soothing and bathing him: 
Willy: (With wonder) I was driving along, 
you understand? And I was fine. I 
was even observing the scenery. You 
can imagine, me looking at scenery, 
on the road every week of my life. 
But it's so beautiful up there, 
Linda, the trees are so thick, and 
the sun is warm. I opened the 
windshield and just let the warm 
air bathe over me. 
6. Ibid.• p.131. 
11. Ibid., p.180. 
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But the painful spectre of reality looms large in the 
background. This however does not prevent him from hoping 
and dreaming: 
Willy: ....Tell you a secret, boys. Don't 
breathe it to a soul. Someday I'll 
have my own business, and I'll 
never leave home any more. 
Happy: Like Uncle Charley, heh? 
Willy: Bigger than Uncle Charley! because 
Charley is not liked. lie's liked, 
but he's not well liked.® 
All his life Willy has been on the road and he 
desperately wants to settle down, have roots like the plants 
he is so obsessed with. But the impossible becomes possible 
only if he manages to qualify for the category of "being 
liked". There are degrees of acceptance in Loman's mind and 
"merely being liked" is not sufficient. Ideals such as 
Dave Singleman are "very well-liked" because a man, who has a 
well built personality like Adonis is the man who makes an 
appearance in the business world, and the man who creates 
personal interest is the man who gets ahead. Loman firmly 
believes in what he preaches. He has illusions that, 
. . . they know me, boys, they know me up and 
down New England....1 have friends. I can park 
my car in any street in New Engird, and the 
cops protect it like their own....^ 
8. Ibid.. p.144. 
11. Ibid., p.180. 
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and, 
"Willy Loman is here!" that's all they have 
to know...^^ 
The inner core of Loman's theory of being well 
liked generates from the topical American myth of the 
Salesman. It is characteristically American in origin and 
development and is committed to the Horatio Alger ideal of 
the rags-to-riches romance and the Franklin image of the 
hard working, early rising ambitious adventurer. The 
successful man becomes an idol for the common people. The 
epitome of this cult in the play are Dave Singleman, Uncle 
Ben and Charley. Dave Singleman conforms to the myth of the 
successful salesman being respected, honoured, 
remembered, loved and helped by everybody. At the ripe old 
age of eighty-four he could pick up the phone and summon 
buyers without leaving his room. When he died hundreds of 
salesman and buyers were present at his funeral. Dave was 
one of Willy's ideals and he secretly and very humanly 
coveted his image and popularity because, 
I realized that selling- was the greatest 
career a man could want.^ 
10. Ibid.. p.146. 
11. Ibid., p.180. 
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But time and values have rapidly changed. The personality, 
respect, comradeship and gratitude which were an intrinsic 
part of the salesman cult have ceased to have any useful 
relevance: 
Today, it's all cut and dried, and there's no 
chance for bringing friendship to bear- or 
personality. 
Willy's second ideal is his brother Ben whose 
persona is an extension of the absent father figure in the 
life of Willy. The image of Ben created by Loman's 
imagination is of a gentleman on the move: 
Linda: Where've you been all these years? 
Willy's often wondered why_ 
Willy: Where is Dad? Didn't you follow 
him? How did you get started? 
Ben: Well, I don't know how much you 
remember. 
Willy: Well, I was just a baby, of course, 
only three or four years old_ 
Ben: Three years and eleven months. 
Willy: What a memory, Ben! 
Ben: I have many enterprises, William, 
and I have never kept books. 
Willy: I remember I was sitting under the 
wagon in- was it Nebraska? 
Ben: It was South Dakota.... 
Willy: I remember you walking away down 
some open road. 
43. Ibid.. pp.137-133. 
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Ben: I was going to find Father in 
Alaska. 
He is a stolid, physically strong man in his sixties with 
an authoritative air, and is utterly certain of his destiny. 
To Willy's disintegrating consciousness Ben symbolises a 
cold, righteous, ruthless, self assured deity, an absolute 
contrast to his own instabilities and insecurities. In all 
'their confrontations Willy appears subservient, docile as a 
hero-worshipping child seeking advice and guidance from an 
archetypal figurehead: 
Willy: No, Ben! Please tell about Dad. I 
want my boys to hear. I want them 
to know the kind of stock they 
spring from. All I remember is a 
man with a big beard, and I was in 
Mamma's lap, sitting around a fire, 
and some kind of high music. 
Ben represents the adventurous spirit of rough 
individualism with a surefire modus operandi for gathering a 
"quick buck." Like his father who was a peddlar and had 
abandoned him for wealth, when he was tiny Ben also took out 
on his own to make a fortune in Alaska. His magic formula 
was: 
Why, boys, when I was seventeen I walked into 
the jungle, and when I was twenty-one I 
walked out. And by God I was rich.^^ 
13. Ibid., p.156. 
14. Ibid.. 157. 
43. Ibid.. pp.137-133. 
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This chant is often repeated in Loman's mind. However Ben's 
philosophy has certain ramifications also: 
Never fight fair with a stranger, boy. You'll 15 never get out of the jungle that way. 
The Ben figure possesses the vital secret to success. 
Willy's conscience rejects the archetypal mythical pattern 
of its iirage, preferring instead the Dale Carnegie formula 
of winning friends and influencing people as, 
...it's not what you do, Ben. It's who you 
know and the smile on your face! It's 
contacts, Ben, contacts! The whole wealth of 
Alaska passes over the lunch table at the 
Commodore Hotel, and that's the wonder, the 
wonder of this country, that a man can end 
with diamonds here on the basis of being 
liked! 
Willy lives a life of delusion, believes in the 
cult of personality and desires to perpetuate it in his 
sons. As a consequence he indoctrinates the same values in 
his sons primarily the elder one, named Biff. The initial 
undercurrent of tension between Biff and Willy because he 
"had not found himself" dissolves in nothingness, as the 
image of the ideal reasserts itself and Willy counters his 
own argument with: Biff Loman is lost.In the greatest 
country in the world a young man with such-personal 
16. Ibid., p.158. 
43. Ibid.. pp.137-133. 
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and, 
attractiveness, gets lost. And such a hard 
worker. 
I'll have a nice talk with him. I'll get him 
a job selling. He could be big in no time. My 
God! Remember how they used to follow him 
around in high school? When he smiled at one 
of them their faces lit up. When he walked 
down the street... 
Biff is transformed from the lazy bum into a mythical 
charmer a la Dale Carnegie in his father's mind, which 
revels in calling Bernard the earnest, loyal, worried, 
realistic friend of the past, and the successful lawyer of 
the present appearing before the Supreme Court, an "anemic" 
"a worm" "a weakling." With this stance of contempt acting 
as catharsis Willy exonerates Biff from offences of petty 
thieving, dismisses Bernard's complaint that Biff is "stuck 
up" and has been debarred from the mathematics examination 
by the teacher. His mental image of the successful human 
being includes this and much more. In order to reassure 
himself on the manner in which he has brought up the boys he 
seeks approval from the Ben persona who seals the argument 
with, 
...you're being first-rate with your boys. 
Outstanding, manly chaps!^ 
IS. Ibid.• p.134. 
19. Ibid. 
43. Ibid.. pp.137-133. 
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Subconsciously Willy is aware that Biff has all 
the weaknesses that he suffers from because "he talked too 
much" "cracked too many jokes" becoming a butt of ridicule: 
Biff: He's not like this all the time, is 
he? 
Linda: It's when you come home he's always 
the worst. 
Biff: When I come home? 
Linda: When you write you're coming, he's 
all smiles, and talks about the 
future, and- he's just wonderful. 
And then the closer you seem to 
come, the more shaky he gets, and 
then, by the time you get here, 
he's arguing, and he seems angry at 
you. I think it's just that may be 
he can't bring himself to- to open 
up to you.^^ 
He tries to instil in Biff the confidence he had 
lacked throughout his life, instructing him to be serious, 
maintain his self-respect, because of the belief that the 
employer was being conferred with a favour by him ins-ead of 
the contrary: 
Willy: ...Knock him dead, boy. What'd you 
want to tell me? 
Biff: Just take it easy, Pop. Good night. 
Willy: And don't undersell yourself. No 
less than fifteen thousand dollars. 
Biff: Okay. Good night. Mom. 
43. Ibid.. pp.137-133. 
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Willy: Because you got a greatness in 
you, Biff, remeinber that. You got 
all kinds a greatness... 
His advice to Biff is "to start big and you'll end big," 
avoid childish mannerisms, not to be humble and modest, walk 
with confidence, not to look worried, start with a couple of 
interesting stories because "personality always wins the 
day" and "You guys together could absolutely lick the 
civilized world." 
The truth of Willy's situation is far removed. 
The remarkableness of his plight arises from the fact, that 
all his life he believed implicitly in these ideals and 
deluded both himself and his family into confirming their 
faith in them. The veracity of the issue lies in, 
Willy: ....My God, if business don't pick 
up I don't know what I'm gonna do: 
Linda: Well, next week you'll do better. 
Willy: Oh, I'll knock 'em dead next week. 
I'll go to Hartford.... You know, 
the trouble is, Linda, people don't 
seem to take to me. 
I know it when I walk in. They seem 
to laugh at me.^ / 
22. Ibid.. p.170. 
43. Ibid.. pp.137-133. 
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Loman's confidence is at a low ebb. He is 
suffering from an identity crisis which causes his image to 
slowly shrink. Willy starts to undersell himself and 
desperately endeavours to search for self: 
I'm not noticed... other men they do it 
easier.... I can't stop myself...! talk too 
much... I joke too much! I'm fat, I'm very 
foolish to look at...they do laugh at me.... 
I know I'm not dressing to advantage. 
Willy Loman is part and parcel of a heavily 
advertised consumer society in which objects like the car, 
the refrigerator can be procured through instalments, houses 
are available on mortgages, life is insured and premiums to 
be paid for a lifetime: 
Willy: What do we owe? 
Linda: Well, on the first there's sixteen 
dollars on the refrigerator_ 
Willy: Why sixteen? 
Linda: Well, the fanbelt broke, so it was 
a dollar eighty. 
Willy: But it's brand new. 
Linda: Well, the man said that's the way 
it is. Till they work themselves 
in, y'know. 
Willy: I hope we didn't get stuck on that 
machine. 
Linda: They got the biggest ads of any of 
them! 
43. Ibid.. pp.137-133. 
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Willy: I know, it's a fine machine. What 
else? 
Linda: Well, there's nine-sixty for the 
washing machine. And for the vacuum 
cleaner there's three and a half 
due on the fifteenth. Then the 
roof.. 
It is his earnest and heartfelt desire to own 
something outright for "I'm always in a race with the 
junkyard." The house would really belong to the Lomans after 
twenty-five years of instalment payments and an additional 
burden of maintenance through cement, mortar and labour so 
that "there ain't a crack to be found in it anymore." But 
there are many invisible cracks in the human framework that 
has laboured to keep up appearances. The yawning gap between 
appearance a.irtd illusion, either acquired as habit or self-
imposed as an escape- is the archetypical tragic motif to be 
found in Ancient, Elizabethan and Modern tragedies. 
The desires and aspirations of Loman outlined 
above sum up his personality. But when the play begins 
Miller emphasizes clearly that Willy has become aware of 
things having gone awry and haywire somewhere, and an 
intensely guilty conscience continues to probe into its 
reasons". His recurrent lapses into the past which is fairer 
43. Ibid.. pp.137-133. 
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than the present provides evidence of it. Willy is so 
depressed and distraught that the boys begin to worry about 
his newly acquired habit of constant mumblings. They feel 
that something is happening to Willy and Miller's play is a 
slow, deep and clinical exploration into the psyche of 
Loman, presenting a coherent image of an individual who had 
spent a lifetime pursuing ambitions, aspirations and 
searching for his identity, which he defended and guarded 
through misrepresentations, lies and delusions. The 
discovery of failure finally catches up with him and he 
prefers to evade it by retreating into the past when his 
sons were young and hero-worshipped him, and he took pride 
in them. Images of the past and the present coalesce and the 
playwright unfolds the strains and tensions inside Loman's 
mind. Each time Willy tries to prove his loyalty to Linda a 
woman's mocking laughter punctuates the discourse. The 
episode of the stocking serves to dramatically represent 
Willy's trauma revealing one of the causes for the massive 
guilt complex he suffers from. This corrosion is recognised 
by Linda who observes: 
He's the dearest man in the world to me, and 
I won't have anyone making him feel unwanted 
and low and blue.... Either he's your father 
and you pay him that respect, or else you're 
not to come here. I know he's not easy to get 
along vith- nobody knows that better than me-
but.. 
26. Ibid.. t).162. 
81 
Later on in the same strain Linda continues: 
I don't say he's a great man. Willy Loman 
never made a lot of money. His name was never 
in the paper. He's not the finest character 
ever lived. But he's a human being and a 
terrible thing is happening to him. So 
attention must be paid.... Attention, 
attention must be finally paid to such a 
person. 
and 
The man is exhausted. . . .A small jti^ n can be 
just as exhausted as a great man. 
Act II opens on a much rested Willy who had slept 
like a "dead one" hoping that Biff was heading for a change. 
He forgives his son's non-success saying "there simply are 
certain men who take long to get solidified." Loman's own 
attitude also indicates a change: 
Willy: ...they'll get married, and come for a 
weekend. I'd build a little guest house. 
'Cause I got so many fine tools, all I'd need 
would be a little lumber and some peace of 
mind. 
Linda: I sewed the lining.... 
Willy: I could build two guest houses, so they'd 
both come.^ 
Already he dreams of the marriage of his sons, their home, 
children and peace. The lightness of his mood is indicated 
27. Ibid. 
28. Ibid., pp.162-163. 
43. Ibid.. pp.137-133. 
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by his constant references to seeds, plants implying new 
life, regeneration, rebirth but his hopes are thwarted by 
his interview with Howard Wagner. With every plea Willy's 
stature shrinks further. Not wanting to anger his employer 
further he keeps pandering to his ego stalling for time, 
tentatively reminding Wagner about the reason for his visit. 
Despite his futile pleading "I'm just a little tired," 
Howard does not give a hearing even on humanitarian and 
compassionate grounds. Instead Loman is told to "quit". 
Willy beseeches in vain lowering his price underselling 
himself for a desk job. Howard is barely interested because 
"business is business" and Willy's job has already been 
usurped by someone else. His plea, 
You can't eat the orange and throw the peel 
away- a man is not a piece of fruit 
falls on deaf ears echoing hollow in his own ears. In his 
bluster Willy reverts to lies and falsehood regarding the 
commissions he earned, and Wagner advises him to swallow his 
pride and seek help from his sons, but for all his collapse 
Willy still possesses self-respect as "he's not a cripple." 
This interview with Howard exhausts him and his vacant 
glance into space objectifies itself into a relapse into the 
past enquiring from brother Ben : 
43. Ibid.. pp.137-133. 
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...how did you do it? What is the answer?... 
nothing's working out. I don't know what to 
However," the exercise provides cause for further 
disheartening because the image that crosses his mind's eye 
is Bernard's, and Willy realises how the present events have 
belied the past expectations. Bernard of the present is all 
Willy wanted his sons to be, prosperous, settled and 
married. In order to save face again he starts to delude his 
audience with "Oliver wants Biff badly, called him from 
west, long distance, cart blanche, special deliveary." Willy 
very conscientiously maintains Biff's false image despite 
the awareness that Charley and Bernard could always 
penetrate the chink in the armour. Bewildered by the 
hollowness of his ideals, tenaciously adhering to them at 
his own expense Loman asks Bernard "What-what's the secret?" 
wondering why Biff "didn't ever catch on." The answer he 
gets is very truthful and the estimate is also exact. 
Patiently Bernard explains- "Biff didn't train himself for 
anything" and candidly enquires: 
There's just one thing I've always wanted to 
ask you. When he was supposed to graduate, 
and the Maths teacher flunked him...all he 
had to do was to go to summer school and make 
up that subject.^^ 
31. Ibid.• p.183 
43. Ibid.. pp.137-133. 
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By stating the obvious Bernard touches a raw nerve in 
Willy's mental balance. It has been his guilty secret for 
fifteen years and, like Joe Keller before him, he had 
successfully evaded the issue. But with the best part of his 
life behind him, after being reduced to a dimunitive shell 
of his fDinner self, Willy wonders, 
Bernard: Then why wouldn't he go? 
Willy: Why? Why! Bernard,that question has 
been trailing me like a ghost for 
the last fifteen years. He flunked 
the subject, and laid down and died 
like a hammer hit him! 
Bernard: Take it easy, kid. 
Willy: Let me talk to you- I got nobody to 
talk to. Bernard, Bernard, was it 
my fault? Y'see? It keeps going 
around in my mind, maybe I did 
something to him. I got nothing to 
give to him.^^ 
Bernard asks and Willy knows as certain that he is 
the literal reason behind Biff's ruin, because he had tutored 
to him a wrong set of ideals and values, and more 
importantly failed him in the hour of need. Hence the 
question "What happened in Boston" looms like nemesis from 
the past needling him, preying upon his already crumbling 
defences and he looks at Bernard as at an intruder, an 
enemy: 
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Bernard: I just bring it up because you 
asked me. 
Willy: Nothing. What do you mean, "What 
happened?" What's that got to do 
with anything? 
Bernard: Well, don't get sore. 
Willy: What are you trying to do, blame it 
on me? If a boy lays down is that 
my fault? 
Bernard: Now Willy, don't get_ 
Willy: Well don't- don't talk to me that 
way! What does that mean, "what 
happened." 
Loman's guilt ceases to be private because it 
extends to engulf his family and close circle of friends. He 
had always been uncomfortable with his elder son Biff, 
believing that he spoiled him, never suspecting that Bernard 
would also not be a stranger to the undercurrents peculiar 
to the Loman family. The facade of success which was an 
instrument to camouflage the guilt appears meaningless and 
unnecessary, and from deep out of Willy's subconscious the 
image of misdemeanour crystallizes itself in the sequence 
when Biff visited him in Boston. To the accompaniment of 
loud music and laughter the knocking reverberates through 
Willy's being totally laying bare his soul and conscience. 
The woman appears in a flashback: 
43. Ibid.. pp.137-133. 
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The woman: Aren't you going to answer the 
door? He'll wake the whole hotel. 
Willy: I'm not expecting anybody. 
The woman: Gee, you are self-centered! Why so 
sad? You are the saddest, self-
centeredest soul....Aren't you 
going to answer the door? 
Willy: They're knocking on the wrong door. 
The woman: But I felt the knocking... 
Willy: It's a mistake. 
The woman: Then tell him to go away! 
Willy: There's nobody there. 
The woman: It's getting on my nerves, Willy. 
There's somebody standing out there 
and it's getting on my nerves.^^ 
Willy becomes nervous and high strung and his feeling of 
guilt gets pronounced, because he has let Biff down in his 
hour of need. When his son has sought help confessing "Dad I 
have let you down" he had total confidence in Willy's 
ability to speak, convince and impress the maths teacher 
with the aura of his personality. Instead Biff stares open 
mouthed, horrified at the betrayal of his mother. So 
stupified is Biff that he remains motionless for sometime 
breaking down like a child, because in that one moment of 
realization Biff sees his father as a fallible human being 
43. Ibid.. pp.137-133. 
87 
capable of making mistakes. Willy is exasperated. He 
commands and comforts him but the only thing that Biff gives 
him is "Never mind," for God has forsaken the pedestal; he 
was a fake, phony and a liar and these words echo and haunt 
Willy Loman for fifteen long years. Nettled and peeved by 
the situation Willy threatens to beat his son, and the chasm 
between them keeps on enlarging, leaving Loman totally 
helpless in its wake. 
Willy's little world is threatened from all 
directions and his bafflement from its bewildering variety 
of forces, as well as his incapacity to handle the issues 
and compartmentalize them, almost alienates him from his 
immediate moorings. Being human he feels shackled by them. 
He exclaims, "I'm strapped." All his life he has been 
feeding his family with his inflated version of being 
successful, whereas in actuality he had been an ordinary 
commoner. Willy's trauma originates from the fact that he 
could not come to terms with his own proletarian existence 
and banal capabilities and aspired for things beyond his 
reach. Eventually, with his mind being rendered a total 
blank, he is at a loss to fabricate further tales of false 
triumphs. He confesses. 
The gist of it is that I haven't got a story 
left in my head.^° 
43. Ibid.. pp.137-133. 
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In the face of such circumstances it is not 
surprising to see Willy Loman contemplating suicide, but the 
act would be misunderstood if its manifold reasons are left 
unexplored. The rubber tube discovered by Linda and later 
removed by Biff was the first pointer to such a possibility. 
"You end up worth more dead than alive." 
Loman reverts to planting of seeds symbolically 
implying a desire to start afresh, all over again, but it is 
too late for stability and roots to appear as seeds take 
long to grip the soil and exhibit signs of new life. The 
enormity of his offence to his wife and sons demands 
atonement. Willy feels that he will be displaying more 
courage by committing suicide than spending a life of lies 
cowering like a coward behind his culpability and 
misconduct: 
Does it take more guts to stand here the rest 
of my life ringing up a zero. 
But like Thomas Beckett in Eliot's Murder in The 
Cathedral, he too has to die for the right reasons. Loman's 
death was prompted by an overpowering urge to measure up to 
his son's standard of hero-worship: 
...it changes all the aspects. Because he 
thinks I'm nothing, see, and so he spites me. 
But the funeral. . . that boy will be thunder 
43. Ibid.. pp.137-133. 
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struck, Ben, because he never realised- I am 
known! Rhode Island, New York, New Jersey_ I 
am known Ben, and he'll see it with his eyes 
once and for all. He'll see what I am, Ben! 
He's in for a shock, that boy!^ 
Willy's dreams are so much a part of his being 
that he still wants to prove something to Biff. The Ben 
persona that acts as his alter ego cautions him. "He'll call 
you a coward," "He'll hate you William." The confrontation 
between the father and son towards the end provides Willy 
with the final raison d'etre: 
Biff: Pop! I'm a dime a dozen, and so are 
you! 
Willy: I'm not a dime a dozen! I am Willy 
Loman, and you are Biff Loman! 
Biff: I am not a leader of men, Willy, 
and neither are you.... I'm not 
bringing home any prizes any more, 
and you're going to stop waiting 
for me to bring them home! 
Pop, I'm nothing! I'm nothing. Pop. 
Can't you understand that? There's 
no spite in it anymore. I'm just 
what I am, that's all. 
Linda: Why is he crying? 
Biff: Will you let me go, for Christ's 
sake? Will you take that phony 
dream an^ burn it before something 
happens 
38. Ibid.. p.213. 
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The emotional breakdown of Biff before Willy elevates, 
astonishes and chokes him with love, for Biff has once again 
turned to his father in a state of acute and utter 
helplessness. His son again needs him. The action completes 
its full circle providing Willy with a meaning not for life 
but for death. Ben's ambiguous interjection. 
It does take a great kind of man to crack the 
jungle. 
relentlessly pursues Willy's subconscious mind, with the 
unalterable choice he has to make between the personality 
cult and the rugged hardness of the promised diamonds, which 
can only be available if Willy too becomes coolly 
deterministic. Willy Loman does not die the death of a 
coward but of a man who has made a conscious, detemined bid 
of his own volition to choose the path of self-immolation. 
Like Eliot's Harry in The Family Reunion, he 
realises the need to act as a scapegoat for the redemption 
of both himself and his family. This motif of guilt and 
expiation lends universality to the apparently topical 
looking concern of the play. 
Loman has managed to step out of the guilt ridden 
world through death, at the same time freeing Biff from the 
legacy of phony idealism, petty transgressions and guilt 
40. Ibid.. p.218. 
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conscience. With the realization that Biff loves him Loman 
too, is metaphorically freed from his bondage. Willy says 
wonderingly, 
Loves me. Always loved me. Isn't that a 
remarkable thing? Ben, he'll worship me for 
it 
His sacrificial death is the last gesture of an individual 
who has managed to discover himself, and perceive the 
reality which has hitherto been shrouded by his self-created 
illusion. He has become a new man. The finest requiem for 
Willy comes from his life-long friend Charley: "A salesman 
is got to dream, boy. It comes with the 
territory. 
The relationship between father and sons occupies 
a very special position in all of Miller's family dramas and 
the present play is one of its foremost examples, insofar as 
it localizes the problems of the salesman from his arena of 
American territory to the domain where he is lord and master 
and the people he interacted with become his close friends 
and immediate family circle, consisting of father, mother 
and two sons. The tension between Biff and his father 
highlights the innate and basic humanness of their 
41. Ibid.. p.219. 
43. Ibid.. pp.137-133. 
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respective characters. At thirty four Biff Loman looks and 
feels lost because he has "still not found himself." He is 
moody, wears a fatigued, worn and jaded air seeming less 
self assured than his younger brother Happy. His father 
always feels the distance between them and senses an 
undercurrent of tension whenever they are together. 
Somewhere along the road right from youth he has also 
misplaced his confidence, humour and assurance. Though Biff 
feels and worries for his father, still he doesnot want to 
be blamed for his preoccupations: 
Biff: Why does Dad mock me all the time? 
Happy: He's not mocking you, he_ 
Biff: Everything I say there's a twist of 
mockery on his face. I can't get 
near him. 
Happy: He just wants you to make good, 
that's all. I wanted to talk to you 
about Dad for a long time, Biff. 
Something's happening to him. He 
talks to himself. 
Biff: I noticed that this morning. But he 
always mumbled. 
Happy: ...You know something? Most of the 
time he's talking to you. 
Biff: What's he say about me? 
Happy: I think the fact that you're not 
settled, that you're still kind of 
up in the air. 
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Biff: Never mind. Just don't lay it all 
to me. ^ 
So confused is Biff that he "doesnot know what he's supposed 
to want." Biff Loman has always reacted against the rigid, 
monotonous schedule of a regular job. He doesnot want to 
conform. Instead he wishes to go out, work on a farm in 
Texas and experience the cool, nippy spring air. He thus has 
an acute consciousness of having wasted his life. 
Happy, his brother, feels that Biff is an 
idealist, a poet as well as a mixed, jumbled up kid. Though 
well liked he is not a success in business, but still 
desires to marry and settle down steady. The unhappy secret 
behind Biff's lack of confidence is that he has seen through 
his father's phony dreams and pleasant exterior and, being 
the eldest born can sense the resultant insecurities, and 
yet imbibes those dreams himself. Biff feels emotionally 
cornered because all his life he has existed on the tenets 
and values indoctrinated in him by his father: 
Biff: (to Linda) Stop making excuses for 
him! He's always, always wiped the 
floor with you. Never had an ounce 
of respect for you. 
Happy: He's always has respect for_ 
Biff: What the hell do you know abcut it? 
43. Ibid.. pp.137-133. 
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Happy: Just don't call him crazy! 
Biff: He's got no character-Charley 
won't do this. Not in his own 
house- spewing out that vomit from 
his mind. 
Happy: Charley never had to cope with what 
he's got to. 
Biff: People are worse off than Willy 
Loman. Believe me, I've seen them!44 
Though ineffectual against the emotional demands of his 
parents Biff still remains helplessly tied because he does 
not have the strength to strike out on his own. Biff's 
problem is that he just "can't hold Mom, I can't take hold 
of some kind of life." 
He too has a hankering to be well liked and 
strives his level best to adjust to his father's demands, 
but is extremely sensitive and overprotective towards Linda, 
because he is aware of Willy's disloyalty and 
unfaithfulness. Biff felt that his father had always "wiped 
the floor with Linda" and never had an ounce of respect for 
her. He, therefore, challenges Willy with "since when did 
you get so clean?" 
Act III starts with hope for Biff who, it is 
informed, had not been beaten by the attitude of the maths 
43. Ibid.. pp.137-133. 
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teacher and had decided to enrol. But to the amazement of 
his friends Biff disappears for a month and returns a 
bitter, disillusioned youth. Insecurity prompts him into 
cleptomania. Life has been very difficult for him because 
from its outset he had felt the burden of responsibility. 
Instead of leading the comfortable worry-free existence of 
an ordinary young man, Biff was enacting a role, the script 
of which was prepared by his father: 
Bernard: ...Dad tells me Biff's in town. 
Willy: Yeah, Biff's in. Working on a very 
big deal, Bernard. 
Bernard: What's Biff doing? 
Willy: Well he's been doing very big 
things in the West. But he decided 
to establish himself here. Very 
The personality cult, the salesman myth, and the 
Adonis figure, were fitted on Biff because Willy found 
himself lacking the essential requirements. He is not 
checked for petty thieving, not encouraged into serious 
study, being coached into a behaviour quite contrary to his 
own person. He cannot understand how and when he started to 
visualise himself as a salesman and discovered late that 
43. Ibid.. pp.137-133. 
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they had lived all their lives in a "dream". Goaded by his 
misery and despondency he tries to protect Willy by the only 
values he has been nurtured on, and he defends himself also 
through the self same lies and deceit. Trying to extricate 
his family from its web, Biff says: 
I'm going to tell you everything from first 
to last. It's been a strange day. 
and. 
Let's hold onto the facts tonight, Pop. We're 
not going to get anywhere bullin' around. 
On being interrogated by Willy he protests, 
Cad, you're not letting me tell you what I 
want to tell you! 
Biff's dilemma lies in his knowledge that he has to protect 
his father from his own self. Loathing and hating himself 
for deserting his father in the restaurant Biff realises 
that he cannot he the success that Willy demands of him: 
Dad, you're never going to see what I am, so 
that's the use of arguing. 
He pleads to Willy declaring. 
We never told the truth for ten minutes in 
this house 
46. Ibid.. p.193. 
47. Ibid.• p.2C0. 
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97 
The truth being. 
... I never got anywhere because you blew me 
so full of hot air I could never stand taking 
orders from anybody! That's whose fault it 
Biff had been searching for his identity in vain and is 
near realizing it when he states "I'm a dime a dozen and so 
is Willy Loman." At the height of his fury he tries to 
convince Willy that he's nothing special "I'm just what I am 
that's all." After his fury is spent he breaks down 
beseeching his father to release him from the web of deceit 
and phony idealism. Willy's ultimate triumph rests in the 
fact that his fate is continued in Biff who has gained 
awareness of his identity. Biff is thus successful in 
gaining the knowledge that eluded Willy his whole life. 
Linda Loman and Willy's brother Ben act as his 
alter egoes, and the primary movement of the play is the 
shuttling of Willy between the two, one symbolising home and 
the other standing for the spirit of adventure. Linda more 
than loves her husband, she admires and worships him, 
sharing all his longings and dreams. Overprotective, caring, 
infinitely patient she handles Willy with great trepidation, 
providing him with requisite excuses, as she is not unaware 
of the lies that form the basis of Willy's existence. It is 
50. Ibid. 
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Linda's influence which manifests itself in the stable and 
secure aspect of the myth that encourages Willy to settle 
for a home and a steady job, rather than wander along with 
his big brother Ben. She fails to understand the reason 
behind her husband's over-reaction towards Biff. All she 
knows is that "they are so hateful to each other." To Linda 
"Willy Loman is the dearest man in the world" and, 
I won't have anyone making him unwanted and 
low and blue. 
because 
Willy, darling, you're the handsomest man in 
the world... To me you are.^^ 
Linda Loman is basically a realist and is never 
fooled by the pretense drama enacted by Willy each month. 
But she allows him his lie because she doesnot want to rob 
her husband of his dignity by showing awareness of his petty 
deception. She also realizes that Willy is obsessed with the 
idea of suicide but yet again cannot embarrass him by 
disclosing her knowledge of his schemes. Fully aware of the 
futility of the small lies and weaknesses Linda, unlike her 
sons, can comprehend Willy's deceit, heartbreak and 
lonliness. The best form of appreciation for Linda comes 
from her younger son Happy: "they broke the mould when they 
made her." 
51. Ibid.. p.162. 
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Linda has been throughout her married life the 
prop and support that Willy always needed. She knows the 
truth about him but continually helps to inflate Willy's 
false image of himself. She comforts him with "You'll do it 
yet dear" but cannot ignore the reality of the due premiums 
and reminds him of "grace periods." Her attitude to Willy is 
thus ambivalent despite the motivation which strongly moves 
her. She understands only those aspects of his character 
which are perceptible to her. Sensing the impending calamity 
Linda cautions Biff to be sweet to him for "he's only a 
little boat looking for a harbor." 
Love and loyalty apart, Linda's problem was an 
incomprehensibility of Willy's dreams. She recognises in him 
a hard working self-sacrificing provider but cannot 
interpret his aspirations and though her feelings for her 
husband numb her to an extent, so that she cannot ciy at his 
grave, yet she fails to understand why at a time when they 
were "all clear" and "free" should Willy choose to die. 
In Death of a Salesman Miller employs a variety of 
techniques to highlight and enhance the visual, 
psychological, emotional, and social picture of the human 
being in its totality and reveal an inner reality which 
makes the emerging human image universal. The salesman myth 
provides the outward trappings within which Miller places 
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his hero, encouraging him to respond to it as only a human 
being could. This myth provides the conceptual framework as 
well as the arbitrary forces that pressurize the lonely 
individual. Willy Loman is one such loner. He has "pov/erful 
ideals" and values which emerge from his inner psyche, over 
which he has no control. His commitment to them is so total 
and absolute that when faced with truth Willy is unable to 
admit that life was a failure. Caught between his commitment 
and awareness, Loman is emotionally torn apart. The constant 
shifts from deceptions, and lies to knowledge, from a 
feeling of guilt to cognizance, lends Loman his humanness 
and Miller's recourse to flashback dream sequences, co-
mingling of past and present lead to an explosion of time 
sequence. He appears suspended in a state of timelessness. 
Willy's figure shrinks and his littleness gets enhanced when 
pitted against the inexorable, awesome concept of time. 
Though Loman loses in size but he gains in stature because 
of the unequal imbalance of the struggle, and his experience 
becomes the universal war between the individual and the 
superhuman, colossal forces of destruction surrounding him. 
The central motif of Miller's play is a search for 
identity and this quest is not limited to the protagonist 
but extends to the subsidiary characters of the play as 
well. However these subsidiary characters are mere 
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extensions of the protagonist, Biff and Happy being two 
aspects of his personality and Linda and Ben providing 
support as alter egoes. Hence Willy's image should not be 
seen in isolation but in its totality. Further, the central 
issue of guilt was again employed by Miller because it is a 
tried formula for soul searching, thereby aiding the 
playwright in his exploration of the individual's psyche. 
Thus, our analysis of Death of a Salesman outlined 
above, firmly establishes that man is essentially a trapped 
being, struggling, paradoxically, to extricate himelf from 
this predicament as well as nourishing the very forces which 
cause this state of his human existence. The basic factor 
which causes this tragic predicament of man is at first his 
own creation in the form of dreams, aspirations and 
idealism. Eventually these dreams, aspirations and idealism 
acquire such destructive potential that they start 
functioning as impersonal and rather insurmountable forces 
which man- their creator- is required to confront with his 
inadequate ability. His eventual defeat becomes inevitable 




All My Sons and Death of a Salesman witnessed Miller 
employing the subject of guilt, which provided him with a 
built-in tension, a synchronization of good and evil, 
the fallible and infallible. This duality enabled him to 
explore the human image in a myriad of moods psychological, 
moral, archetypal and universal. Miller's intention in The 
Crucible, is to move beyond the discovery and unveiling of 
the protagonist's culpability, which causes the near 
destruction of his personality. The dramatist explains in 
the Introduction: 
Now guilt appeared to me no longer the 
bedrock beneath which the probe could not 
penetrate. I saw it...as a betrayer, as 
possibly the most real of our illusions, but 
nevertheless a quality of mind capable of 
being overthrown."^ 
In All My Sons Miller had ventured to experiment 
with the subject of improbity and its repercussions within 
the family, dealing with a class of people so close to the 
individual, that his perjury became extended to their 
conscience, and the human being was not left lonely to burn 
in his private hell. His wife and sons suffered along with 
1. Arthur Miller, "Introduction," Collected Plays, p.41. 
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him. The play was a realistic exposition into the problems 
of the individual, who ambiguously felt, but refused to 
accept calumny and turpitude. Death of a Salesman with its 
complex mode of expression localised the intensity of 
feeling, behaviour and thought, within a single human mind. 
Its exploration centred on the Hopkinian concept of 
"inscape" of Willy Loman's mind. The other characters and 
the technique aided in the depiction of this multifaceted, 
intriguing human being concentrating upon his desires, 
wishes, dreams, guilt and aspirations. The analytical 
movement in All My Sons is linear, affervent and 
centripetal. In Death of a Salesman it is centrifugal, as 
the subsidiary characters emerge through the consciousness 
of the protagonist. In both the plays Miller dealt with the 
psychology of the individual vis-a-vis his family. Though 
the present play enlarges upon the issues explored in the 
previous dramas, the deviation from the norm established in 
All My Sons and Death of a Salesman rests on the 
playwright's temporary respite from the intensely private 
drama within the family, to a probing of wider public 
problems. The canvas becomes larger, the characters are 
given greater variety, and the issues framed become 
universal. Miller himself states in his essay entitled 
Brewed in the Crucible : 
The Crucible is, internally. Salesman's blood 
brother. It is examining the questions I was 
absorbed with before- the conflict between a 
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man's raw deeds and his conception of 
himself; the question of whether conscience 
is in fact an organic part of the human 
being, and what happens when it is handed 
over not merely to the state or the mores of 
the time but to one's friend or wife. The 
big difference, I think, is that The Cmcible 
sought to include a higher degree of 
consciousness than the earlier plays. 
The premise which forms the focal point of The 
Crucible can also be traced to one of Miller's earlier 
plays. The Man Who Had All the Luck. The main character of 
this drama is a twenty year old mechanic who, though he 
enjoys job satisfaction remains frustrated in his private 
life. However, fate intervenes removing some prominent 
obstacles to his happiness. The series of coincidences that 
follow appear remarkable and mysterious and David, the hero, 
becomes mortally afraid of some kind of divine retribution. 
The issue is settled when his wife forcibly pursuades him to 
make a choice, to prove that he enjoys the freedom to choose 
and be responsible for his deeds.-
It's not that they must die. It's that you've 
got to kill them. I want you to know once and 
for all that it was you who did it. 
It is done, and the play concludes with a new 
awareness in David for his personal responsibility. The 
significance of this play lies in this essential idea of 
choice which Miller uses in The Crucible. 
2. Arthur Miller, "Brewed in the Crucible" in The Theatre 
Essays. pp. 172-173. 
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The historical antecedents of The Crucible date 
back to the 1692 Salem trials, Massachusetts. These trials 
marked the culmination of a mass hysteria which branded a 
whole multitude of innocent men and women as witches and 
wizards, resulting in the victims' condemnation, and death 
through execution. Miller was so fascinated by the novel 
originality of the idea that he visited Salem. Checking the 
available historical records and data, he gathered detailed 
information which he employs most effectively in The 
Crucible. Nearly all the participants and sufferers find 
parallels, though Miller enjoys the dramatic liberty of 
lessening the total number of people involved and modifying 
certain facts to suit his artistic convinience. Though there 
are many reasons behind Miller's choice of subject, the 
immediate impetus to write the play in this particular mode 
was provided by a movement that swept America in the 
Nineteen Fifties under the guise of McCarthyism. In February 
1950, Senator Joseph McCarthy in a speech from a public 
platform claimed to have a list of hardened and known 
criminals employed in the State Department. This 'threat 
from within' became a national issue with McCarthy as the 
rallying point for the conservatives of the nation. By 1953 
investigations of the charges were undertaken and the 
Senator used his Congressional privilige to examine and 
condemn people in public life. The situation thus created 
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was a repeat of the mass hysteria of Salem in which private 
grudges, property disputes, petty annoyances served as 
causes to indict friends and foes alike. Miller's The 
Crucible has coalesced these two major events using them as 
extended metaphors and motifs, to investigate human 
weaknesses, and also as inquisitions in order to restore 
faith in the innate dignity, self respect, integrity of the 
human image, and the invincibility of the human spirit. 
It would be incorrect to analyse The Crucible 
merely as a historical treatise, or even a creative artist's 
response to a topically burning issue of corporate unrest, 
because the play transcends the topical barriers, though 
factual authenticity is maintained by the playwright. 
However, Miller was neither studiously recreating all the 
factual particulars of the witchhunt nor was he striving to 
camouflage his criticism of current events under the guise 
of the Salem situation. The events of the trial lent Miller 
the perspective he required from where he could view human 
tragedy at length. Salemites, according to him, were morally 
vocal people who sought to live and die by their avowed 
principles. Also significant in this context is the concept 
of Puritan Theocracy which stressed the innate bestiality 
and depravity of man. The Puritans maintained that the 
constant source of temptation morally weakened the 
individual against the forces of evil symbolised by the 
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Devil. The rigidity of religion, psychological atmosphere of 
repression and guilt, bewilderment, fear, hardship, 
triggered the baser desires to blame Satanic stimuli for the 
inexplicable phenomenon, thus paralysing all reason and 
common sense. In The Crucible Miller moves away from his 
tried format to attempt an insight into the transgressions 
of the individual in a wider framework. On the enlarged 
canvas the individual guilt diffuses into a corporate 
feeling of terror, wretchedness and bewilderment 
encompassing a total body of people. The Salem trials 
provided Miller with a readymade infrastructure from where 
he could examine the issue that occupied his mind at this 
stage of his career. The character and image of the 
protagonist was made to emerge from this morass of 
wickedness. 
The Salem of Miller's imagination was established 
some decades back, and to the cultured European mind the 
whole province was inhabited by a sect of fanatics. Their 
creed forbade everything. Hence there were hardly any 
celebrations in the county and holiday for the Salemites 
meant more prayer and worship. Miller observes in his 
comments of the play that the tragedy of Salem developed 
from a paradox. Like-minded people favoured the development 
of a theocracy- a combination of religious and temporal 
authorities to keep the community together, preventing 
108 
discords through material or ideological onslaughts. 
Repressions and rigidity forced suspicions and this mounted 
to an insane fervour. The witch hunt was thus a 
manifestation^ of the panic engulfing the polity. It also 
provided a long overdue opportunity to express grudges, 
vengeance, settle old scores in a general feeling of 
revenge. Also, such was the situation at Salem that any 
right thinking person with any sense of individuality and 
self respect would rebel against the regimen, snobbery, 
persecution and autocracy of the time. This was the society 
in which John Proctor lived, and being a liberated 
individual, could be expected to react. 
Proctor's predicament is characteristically tragic 
as his lot is cast in a milieu which is destructively 
hostile to the free play of his individualism. The concept 
of existence he is obliged to confront is logically rational 
on the surface but is sustained and propelled by hidden 
malice. Howsoever strongly and honestly one tries, the force 
proves insurmountable for individualistic bullwork, though 
it is not as insurmountable as the forces causing disasters 
in the ancient Greek plays. 
Miller compacted the relationship between the 
characters, the prominent ones being John Proctor and his 
wife Elizabeth, servant girl Mary Warren, Abigail Williams the 
prime instigator. Reverends Parris and Hale, and Deputy 
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Governor Danforth. Benjamin Nelson a biographer of Miller, 
has in his well documented monumental work dealt at length 
with the relationship and historical parallels. Nelson 
maintains that : 
Miller was struck by the stubborn and adamant 
refusal of one of the defendents, a farmer 
named John Proctor, to submit to the 
authority he felt to be wrong; and the 
mysterious circumstances involving Proctor, 
his wife Elizabeth, and the servant girl, 
Mary Warren who. was their principal 
accuser.. . . The second item to catch the 
dramatist's attention was Mary Warren's 
testimony, which -despite the urgent 
promptings of the judges- was directed almost 
wholly against Elizabeth Proctor and markedly 
away from her husband. This apparent desire 
on Mary's part to see Mrs. Proctor convicted, 
quickly crystalized Miller's conception of 
the play.... He tightened the relationship 
between John and Elizabeth Proctor by 
omitting the historical but undramatic fact 
that she was his third wife. He changed her 
accuser from the bewildered Mary Warren to 
Abigail Williams, the forenost instigator of 
the hysteria; and since Abigail was only 
eleven years old at the time of the trials. 
Miller increased her age to a more 
temperamental and provocative seventeen, thus 
leaving no doubt about her feelings for 
Proctor. Finally, the playwright centralised 
the authority of the prosecution into a 
single, dominant figure: Deputy Governor 
Danforth. 
In addition to them there are a score of young 
impressionable girls near about the same age as Abigail. It 
3. Benjamin Nelson, Arthur Miller, Portait of a Playwright 
(New York: David Mckay Company, 1970), pp. 147-148. 
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is their attitude of near hero worship that empowers Abigail 
to embark on this dangerous and risky voyage through the 
agency of ritualistic chants. They also enhanced the effect 
of supernatural drama by blindly repeating Abigail. The 
final group consists of the Putnams, the Coreys, the Nurses, 
and Cheever who constitute the accusers and victims of the 
Salem community. 
The sudden illness of Betty Parris and her unusual 
behaviour prompt the Salemites to conclude that supernatural 
forces were interfering in human affairs. The very prosaic 
reason behind the occurrence was the discovery of a group of 
girls consisting of Abigail Williams, Mary Lewis, Mary 
Warren, Ruth Putnam and Betty Parris, in the nearby forest 
by Reverend Parris. The children were essaying to conjure 
spirits with the help of Tituba, an African servant of the 
Parris family. The Reverend endeavours to plead, cajole, 
advise, even emotionally blackmail them into a confession 
but Abigail their flagbearer and Parris's niece remains 
undeterred, insisting on their innocence. However, the 
suspicion of unnatural rituals and happenings inadvertently 
offers an opportunity to the girls to extricate themselves 
from the tight situation by placing the blame on unwary 
local people against whom they have harboured grudges. One 
such victimised family is that of John Proctor. 
Ill 
John Proctor is a farmer in mid-thirties. He is 
even-tempered, steadfast, quietly confident, not easily-
led, and does not suffer hypocrites. Miller's opinion of him 
is that "in his presence a fool felt his foolishness 
instantly," and a "Proctor is always marked for calumny." 
The entire Salem community respected and even feared him as 
there was an aura of unexpressed hidden force beneath the 
cool, collected, exterior of John Proctor. Outwardly he 
appears very calm and at peace but Miller clarifies this 
impression by professing that the unruffled facade hid a 
troubled soul, a consciousness of having sinned against 
himself, the norms of decent conduct and the moral fashion 
of the day. As a consequence, he regards himself as a fraud 
though no hint of it appeared on the surface. Liberated, 
ahead of his times in matters pertaining to thought, 
Proctor cannot resist being human and fallible. Thus it is 
that he falls a prey to the charm of Abigail Williams who is 
Parris's niece, and has been in Proctor's employ for 
sometime. Abby, with her "endless capacity for dissembling" 
ensares John and the two share an adulterous relationship 
which subsequently becomes Procror's guilt motif. Later she 
is dismissed from the job by Elizabeth. 
Proctor's progressive leanings react against the 
allusions to the supernatural, and he is witnessed at the 
Reverend's house striving to convince the sane minded that 
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the total episode was merely a girlish prank. This opinion 
is corroborated by Rebecca Nurse. 
Pray calm yourselves. I have eleven 
children, and I am twenty-six times a 
grandma, and I have seen them all through 
their silly seasons, and when it come on them 
they will run the Devil bowlegged keeping up 
with their mischief. I think she'll wake up 
when she tires of it. A child's spirit is 
like a child, you can never catch it by 
running after it. 
Proctor: Aye, that's the truth of it, 
Rebecca. 
Though John is aggravated by the presence of Mary 
Warren at the scene, his secret understanding, the subtle 
underplayed teasing of Abigail are indicative of the deeper 
relationship which Proctor no longer wishes to continue. 
"No, no, Abby, That's done with," and instructs her to "put 
it out of your mind." However, divining the extent of his 
susceptibility, Abby wishes to take the maximum advantage 
and begins to involve Elizabeth in her tirade calling her a 
"cold sniveling woman," who is deliberately blackening her 
name with lies. Proctor who has till this moment treated her 
merely as an immature girl grows uneasy 
4. Miller, Collected Plavs. pp. 243-244. 
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and Abby's accusations and confrontation taunt him into 
anger, because he was already a party to her private 
confession: 
Abigail: Oh, posh! We were dancin' in the 
woods last night, and my uncle 
leaped in on us. She took fright, 
is all. 
Proctor: Ah, you're wicked yet, aren't y'! 
You'll be clapped in the stocks 
before you're twenty.^ 
His relationship with Elizabeth is uncomfortable. Act II 
demonstrates the overt effort made by him to please her and 
his extreme disappointment when she does not reciprocate ro 
the overture. Elizabeth's coldness of demeanour towards her 
husband is reflected in their house, which lacks warmth, 
light and love, lending to it a sense of emptiness: 
Proctor: You ought to bring some flowers in 
the house. 
Elizabeth: Oh! I forgot! I will tomorrow. 
Proctor: It's winter in here yet. On Sunday 
let you come with me, , and we'll 
walk the farm together. ° 
Proctor fails to gauge and measure the sense of 
separation and distance between them. He is wary of her, yet 
5. Ibid.. p.240. 
15. Ibid.. p.345-. 
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strives to be nomal by asking her why she allowed Mary 
Warren to leave the house and even then, essays to with hold 
full condemnation of his wife: 
Elizabeth: I couldn't stop her. 
Proctor: It is a fault, it is a fault 
Elizabeth you're the mistress 
here, not Mary Warren. 
Elizabeth: She frightened all my strength 
away. 
Proctor: How may that mouse frighten you, 
Elizabeth? ' 
At this juncture John Proctor is informed that the 
whole town has gone berserk and fourteen people have already 
been jailed with death sentences awaiting them. Proctor 
scoffs at the episode, but eventually his conviction starts 
deserting him when his wife begins to pursuade him to inform 
the concerned authorities about the fraud practised by the 
girl Abigail. Proctor being mortal is unwilling to implicate 
himself. He thus becomes involved in an inner struggle to 
provide the information to the court and an innate wish to 
remain aloof. All this is tempered by the feeling of the 
injustice of the whole episode, coupled with his own 
licentious involvement: 
Proctor: I am only wondering how I may prove 
what she told me, Elizabeth. If the 
girl's a saint now, I think it is 
15. Ibid.. p.345-. 
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not easy to prove she's fraud and 
the town gone so silly. She told it 
to me in a room alone- I have no 
proof for it. 
Unwittingly John betrays himself to his already suspicious 
wife whose constant arraignment placed him in a strange 
predicament: 
Spare me! You forget nothin' and forgive 
nothin'. Learn charity, woman.^ 
His pent up feelings released, Proctor complains how in the 
months following Abigail's dismissal he was branded a 
criminal in his own house, walked on tiptoe, bent over 
himself to please Elizabeth, aware of discredit and 
condemnation every moment on every single utterance. John 
realizes that he had misjudged his wife when he confessed to 
transgression: 
...I wilted, and like, a Christian,! 
confessed. Confessed: Some dream I had must 
have mistaken you for God that day. But 
you're not, you're not, and let you remember 
it! Let you l^ok for the goodness in me and 
judge me not.^ 
His pleading "look for goodness in me" echoes 
through the pages of The Crucible and the exact implication 
8. Ibid.. p.264. 
9. Ibid.• p.265. 
11. Ibid.. p.270. 
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appears towards the conclusion. He feels guilt-smitten and 
remains indecisive when he learns that the court intends to 
summon Elizabeth also. Though ashamed, Proctor is still 
unsure and his wife nearly forces him into action: 
Proctor: Woman, am I so base? Do you truly 
think me so base? 
Elizabeth: I never called you base. 
Proctor: Then how you do charge me with such 
promise?... 
Elizabeth: Then why do you anger with me when 
I bid you break it? 
Proctor: Because it speaks deceit, and I am 
honest! But I'll plead no more! I 
see now your spirit twists around 
the single error of my life, and I 
will never tear it free J^^ 
Proctor's relationship with Abigail and Elizabeth form 
the private aspect of his personality. As a public man he 
disapproves of the Reverend's acquisitive temperament. The 
very beginning of The Crucible is marked by a vociferous 
dispute between them: 
Proctor: Mr. Parris, you are the first 
minister ever did demand the deed 
to this house-
Parris: Man! Don't a minister deserve a 
house to live in? 
Proctor: To live in, yes. But to ask 
ownership is like you shall own the 
11. Ibid.. p.270. 
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meeting house itself; The last 
meeting I were at you spoke so long 
on deeds and mortgages I thought it 
were an auction. 
Parris: There is either obedience or the 
church will burn like Hell is 
burning! 
Proctor: Can you speak one minute without we 
land in Hell again? I am sick of 
Hell 
Proctor is very forthright against the minister's demand 
because "I like not the smell of this authority." Though not 
irreligious, for he has nailed the roof upon the church and 
hung its door he elects not to go to the Church on account 
of his personal dislike of Parris. Instead, on the Sabbath 
Day, John prefers cultivating his lands which he considers 
a mors profitable and fruitful labour. Only two of the 
couple's three children are baptized, and it is extremely 
significant that in answer to Hale's catechism Proctor 
flounders on the commandment on adultery. He flails uneasily 
and takes Elizabeth's support to delicately remind him of 
the coxranandment. 
Hale's visit to their house marks the beginning of 
the mcst important chapter of their existence. His timely 
warning, "I know not if you're aware, but your wife's name 
is mentioned in the court," echoes Elizabeth's fears of the 
15. Ibid.. p.345-. 
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self same possibility, knowing Abigail's jealous and 
possessive nature. With despair she entreats Hale who 
guestions Proctor with, 
Hale: Would you testify to this in court? 
Proctor: I had not reckoned with goin' into 
court. But if I must I will. 
Hale: Do you falter here? 
Proctor: I falter nothing, but I may wonder 
if my story will be credited in 
such a court. I do wonder on it, 
when such a steady-minded minister 
as you will suspicion such a woman 
that never lied, and cannot, and 
the world knows she cannot! I may 
falter somewhat, Mister; I am no 
fool. 
It is extremely mystifying to reason why Proctor 
does ^falter' unless he is accepted as a very natural human 
being, with his typical predilections, nebulous fears, small 
resistances, obstinacies and a desire to live life and 
preserve his good name. Critics like Allen A. Stambusky 
disagree with this argument stating that. 
Proctor can hardly be considered the ideal 
protagonist of high tragedy. Although he is 
apparently a "good" man, renowned and 
prosperous among his fellow Salemites,..-he 
is "too good" to be a prototype of the 
classical tragic hero. Proctor is closer to 
"pure innocence" than anything else. He has 
weaknesses, but no faults: he has not 
committed the crime of which he is accused. 
Proctor is an unsophisticated farmer with a 
15. Ibid.. p.345-. 
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sound sense of right and wrong, a man of 
integrity who dies rather than sacrifice that 
integrity. He does not particularly change or 
grow in stature within the play.'^^ 
» 
Nearly all of Miller's protagonists, from All My 
Sons through After the Fall, to the Misfits and The Price, 
are noted for their humanness. The desire to live and 
cherish life is strong in most of then. The worth and value 
of existence starkly contrasts with their circumstances and 
demise. Judging Proctor from the viewpoint of being and 
remaining human, it becomes difficult to accept that there 
is no growth in his characterization. His 'faltering stance' 
in the previously quoted utterance itself lends credibility 
to the argument of depth, profoundity, and humanness 
converting him into a round figure. Being a practical man of 
the world Proctor has to debate upon various angles before 
arriving at a decision. In addition to this Miller has from 
the very outset been subtly alluding to the suggestive 
nature of the relationship between Abigail and Proctor. 
Nowhere in the play is it defined clearly, but Elizabeth's 
suspicions and Proctor's own extra cautiousness transform it 
into an equivocal hold that Abby enjoys over John. Thus when 
14. Allen A. Stambusky, "Arthur Miller Aristotlian Canons 
in Twentieth Century Drama," in William Taylor, ed. , 
Modern American Drama: Essavs in Criticism (Florida: 
Everett/Edwards, 1968), p.105. 
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Hale questions him about his belief in witches the rejoinder 
is a noncommital, "The Bible speaks of witches and I will 
not deny them." The warrant for Elizabeth's arrest enables 
Proctor to attain the essential perspective, dispensing with 
the indecisive bewilderment that was stifling his will to 
act. He tears the warrant in disgust and declares: 
If she is innocent! Why do you never wonder 
if Parris be innocent, or Abigail? Is the 
accuser always holy now?...I'11 tell you 
what's walking Salem- vengeance is walking 
Salem. We are what we always were in Salem, 
but now the little crazy children are 
jangling the keys of the kingdom, and common 
vengeance writes the law! This warrant's 
vengeance' I'll not give my wife to 
vengeance!^^ 
Rushing to the door at the sound of the clanking chains 
Proctor pleads to Herrick and Hale to spare his wife. His 
guilty conscience upbraids him for cowardice and John gives 
vent to his anger on Hale: 
You are a coward! Though you be ordained in 
God's tears, you are a coward now!^° 
By stating the fact of moral cowardice even though it is a 
stricture on Hale, John Proctor manages to accept his own 
15. Arthur Miller, Collected Plays, p.281. 
16. Ibid.. p.282. 
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lack of courage. The issue thus decided, he forcibly 
pursuades Mary Warren to speak the truth: 
Mary: She'll kill me for sayin' that. 
Abby'll charge lechery on you Mr. 
Proctor! 
Proctor: She's told you! 
Mary: I have known it, Sir. She'll ruin youL..^  
Proctor: Good. Then her saintliness is done 
with. We will slide together into 
our pit; you will tell the court 
what you know. 
Mary: I cannot, they'll turn on me. 
Proctor: My wife will never die for me! I 
will bring your guts into your 
mouth but that goodness will not 
die for me! 
Proctor's repeated references to Elizabeth's 
goodness are in direct contraposition to his own self 
awareness and his wife's reservations about his goodness. 
Like Joe Keller and Willy Loman, John Proctor commits 
himself to the dictates of an impersonal fate by making the 
first wrong choice of his life. But the mistake has now 
attained frightening dimensions. He is blamed for 
overthrowing the court as the decision to take Mary Warren 
for testimony brings him in direct confrontation with the 
Puritan theocracy. Despite the servant girl's confession and 
evidence against the instigators of the hysteria, 
15. Ibid.. p.345-. 
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Mary: It were pretense, sir. 
Danforth: I can not hear you. 
Proctor: It were pretense, she says. 
Danforth: Ah? And the other girls? Susanna 
Walcott, and the others? They are 
also pretending? 
Mary: Aye, sir.^® 
no concession for human behaviour is allowed to Proctor, who 
had torn Elizabeth's arrest warrant. Instead, he is 
catechised for absence from church. His wife's pregnancy 
is skeptically registered and the written testimony of the 
Salemites in favour of Rebecca, Martha and Elizabeth is also 
disallowed. Mary Warren courageously reiterates the truth 
but Abigail's ritualistic chanting frighten her into 
revoking her statement. The hysteria and near mass hypnotism 
practised by Abby infuriates Proctor into the final 
admission of his ignominy before the public: 
Danforth: You are charging Abigail Williams 
with a marvelous cool plot to 
murder, do you understand that? 
Proctor: I do, sir. I believe she means to 
murder. 
Danforth: (pointing at Abigail incredulously) 
This child would murder your wife? 
Proctor: It is not a child.^^ 
18. Ibid.. p.289. 
15. Ibid.. p.345-. 
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and later, 
Proctor: (trembling, his life collapsing 
about him) I have known her, sir. I 
have known her. 
Danforth: You- you are a lecher? 
Francis: (horrified) John, you cannot say 
such a_ 
Proctor: Oh, Francis, I wish you had- some 
evil in you that you might know me! 
(To Danforth) A man will not cast 
away his good name. You surely know 
that. 
Proctor absolves Elizabeth from all charges of mendacity as 
his faith in her goodness is as resolute as his belief in 
divinity. He feels belittled in his own opinion and his 
conviction rocks on its foundation on hearing Elizabeth's 
refusal to divulge the truth about him: 
Danforth: Is your husband a lecher! 
Elizabeth: (faintly) No, sir. 
Proctor: Elizabeth, tell the truth! 
Danforth: She has spoken... 
Proctor: Elizabeth, I have confessed it! 
Elizabeth: Oh, God! 
Proctor: She only thought to save my name!^^ 
20. Ibid.. p.304. 
15. Ibid.. p.345-. 
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Elizabeth's brave efforts to compromise on her 
principles for the love of her husband are thus negated. Her 
retributive gesture though meaningless serves to seal 
Proctor's fate even further, because he now becomes a 
captive of this "kind duplicity." Unaware of the 
explosiveness of the situation and its imminent 
implications, Elizabeth's sole desire is to support her 
husband. Having been moved by his own sense of integral 
guilt, and an acute exasperation at Abigail's antics, 
Proctor had taken recourse to condemning both himself and 
Abby by an honest confession, depending on his estimate of 
Elizabeth to uphold his truth. The decision, though prompted 
by emotional and psychological reasons, becomes the 
consequence of a conscious and deliberate choice. In 
contrast to Elizabeth's goodness John feels humbled and his 
misdemeanour becomes pronouncedly magnified in his own mind, 
as he gauges it against the absolute injustice of his wife's 
arrest and trial. His tortured conscience forces on him the 
extent of his culpability. The burden of the guilt that 
Proctor has been shouldering uptill now has been purely 
private, but the issues at stake in the court were public. 
With the disclosure of his improbity John converts his 
private lapse into a public offence. His piiblic confession 
is as much of an atonement as an acceptance of Elizabeth's 
long held opinion of himself. The announcement is also one 
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of the several important choices Proctor makes during the 
course of the play. It unleashes a chain reaction, and the 
image of Proctor in the final act is that of a caged chained 
creature, and the only sign of emotion is the silent 
communication shared between him and Elizabeth. The mcod 
characterizing him is ill defined because he is numbed 
beyond sorrow- a strange half sound, half laughter, half 
amazement, escapes him at the sight of his wife. With wrists 
chained, eyes misty, and beard overgrown, Proctor's 
dishevelled image is representative of all Miller heroes. 
Enmeshed inside a prison of their own deeds, cemented by the 
cogent external reality, the protagonist's mistakes and 
follies attain such daemonic dimensions that there is no 
option left to retract to safety. The transgressions attain 
the stature of a metaphysical, impersonal, and 
multidimensional reality circumscribing the individual. 
Proctor's plight in the beginning of Act IV 
graphically delineates, this figurative and literal trapping 
of the individual by the forces which he himself has courted 
to alleviate the degree of his guilt. Proctor's next 
opportunity for deliberate choice is provided, when he 
indicates to Elizabeth his decision to publicly confess to 
being in league with the Devil. Though John values life his 
reasons are yet inexplicable. Death by execution would 
canonize him and being aware of his sinful existence. 
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Proctor does not want to dissemble to God in death: 
Elizabeth: I cannot judge you, John. 
Proctor: What would you have me do? 
Elizabeth: As you will, I would have it. I 
want you living, John. That's sure. 
Proctor: It is a pretense, Elizabeth. 
Elizabeth: What is? 
Proctor: I cannot mount the gibbet like a 
saint. It is a fraud. I am not that 
man. My honesty is broke, 
Elizabeth; I am no good man. 
Nothing's spoiled by giving them 
this lie_ that were not rotten long 
before. 
In mortal, agonising anguish he turns to her. "It is a 
pretense for me, a vanity" to hear, 
John, it come to naught that I should forgive 
you, if you'll not forgive yourself. It is 
not my soul, John, it is yours. Only be sure 
of this, for I know it now: Whatever you will 
do, it is a good man. . . . let none be your 
judge. There be no higher judge under Heaven 
than Proctor is! 
Proctor is emotionally churned up by his wife's affirmation, 
as this was the one single moment in his strife-torn 
existence, when Elizabeth exonerates him from the blame that 
22. Ibid.. p.322. 
15. Ibid.. p.345-. 
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had been gnawing their happiness. The reason for the 
confession subtly changes. Previously it was a rejection of 
sainthood, now it is because, "I want my life, I'll have my 
life." The first submission though morally sound serves to 
enhance the totally private motive prompting the second 
pronouncement. John Proctor vacillates between options 
seeking to perpetuate the image of the good man, he had 
momentarily witnessed in his wife's eyes. Realizing that 
another wrong choice would further demean him and fully wipe 
out the already threatened image he enquires, "It is evil, 
is it not? It is evil?" Frightened by the immensity of his 
responsibility he begs Elizabeth for support: 
Elizabeth: (in terror) I cannot judge you, 
John, I cannot! 
Proctor: Then who will judge me? God in 
Heaven, what is John Proctor? what 
is John Proctor? I think it is 
honest, I think so; I am no saint. 
Let Rebecca go like a saint; for me 
it is a fraud 
Moving like a chained animal with fury riding him, 
Proctor searches in despair for some meaning in his life. 
His stark image is reminiscent of Yank in O'Neill's The 
Hairy Ape , where the protagonist dies interrogating all 
available sentient and nonsentient beings about his 
15. Ibid.. p.345-. 
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identity. The question significantly is not "Who John 
Proctor is" but "What is John Proctor," the former implying 
an identity but the latter negating it to a cipher. He knows 
that his identity would be decimated if weakness forces him 
to succumb to evil. Hence Proctor is torn between the desire 
to live, and the desire to live for the right reasons. He 
seeks clarification from Elizabeth: 
Would you give them such a lie? Say it. Would 
you ever give them this? You would not; if 
tongs of fire were singeing you you would 
not! It is evil. Good, then - it is evil, and 
I do it!^^ 
Proctor, for a while, strives to emulate 
Elizabeth's goodness. He reckons judging himself against her 
standards and discovers that he is deficient. For him the 
court headed by Danforth has no significance, because his 
jury has always been his wife before whom he repeatedly 
appeals. Reconciled to his mortality John prizes life for 
its own sake, and is willing to make a final compromise for 
the sake of his family. At this vital moment Elizabeth's 
acceptance of her own folly enables John to perceive her on 
equal terms as a mortal with feet of clay. He had lived a 
life of self condemnation, tortured by his sense of private 
guilt. Like Loman, Proctor also gains an awareness. However, 
25. Ibid. 
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Willy accepted his death as resurrection, but Proctor still 
faces hurdles between his total release from trespass and 
the final affirmation. The obstruction is his own desire to 
live, but so tenuous is his hold on the newly acquired 
awareness that any threat from existential reality makes him 
unsure of its validity. The court officials who are keen to 
capitalize on the weight of his name surround him like 
vultures to record his confession and signature. John shies 
off asking bewilderedly, "Why must it be written." Carried 
by the momentum of his own choice and the pressure from 
external agents. Proctor proceeds with the public 
confessional, only to stop at the entrance of Rebecca Nurse. 
He feels ashamed, grits his teeth, turns his face, unwilling 
to withstand the unspoken query in Rebecca's glance. His 
fake testimony terminates with Danforth's questions which 
make him cognisant with the extent of his betrayal: 
Danf orth: When the Devil came to you did you 
see Rebecca Nurse in his company?... 
Proctor: (almost inaudibly) No.^^ 
The awareness injects a positive affirmative confidence in 
John Proctor for he asserts, 
They think to go like saints. I like not to 
spoil their names. 
and, 
I speak my own sins; I cannot judge another. 
I have no tongue for it.^' 
26. Ibid.. p.325. 
16. Ibid.. p.282. 
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Though his indignant protest saves him from 
becoming a false witness against his friends, Proctor still 
suffers the indignity of signing his confession. The 
attachment of his name in black and white to perjury shocks 
him to a complete perception of the nature of compromise 
that he was on the verge of making. With boundless terror 
rising in him John snatches the paper and tears it: 
Proctor: ...I have signed it. You have seen 
me. It is done! You have no need 
for this. 
Parris: Proctor, the village must have 
proof that_ 
Proctor: Damn the village! I confess to God, 
and God has ^een my name on this! 
It is enough! 
In the final moments of his life Proctor realizes 
that the most lasting relationship is not between man and 
man, but God and man, and the human being in all his sin, 
guilt, misery, humiliation and happiness, must submit 
himself to God rather than sell his soul in the human court: 
Proctor: I have confessed myself! Is there 
no good penitence but it be public? God does 
not need my name nailed upon the church! God 
sees my name; God knows how black my sins 
are! It is enough! 
Danforth: Mr. Proctor 
15. Ibid.. p.345-. 
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Proctor: You will not use me! ...I am John 
Proctor! You will not use me! It is 
no part of salvation that you 
should use me! ^ 
The cry is poignantly reminiscent of another 
utterance earlier in Miller's pages. "I am Willy Loman, and 
you are Biff Loman." John acknowledges his guilt before 
witnesses and considers it sufficient purgation. He deems it 
the last nail in the coffin to suffer the guilt by betraying 
his friends and being a party to their baseless murders.John 
does not desire to leave behind a legacy of self-
condemnation and perfidy for his progeny: 
I have three children- how may I teach them 
to walk like men in the world, and I sold my 
friends?^" 
The cry of anguish emanates from the pit of his soul: 
...It is my name! Because I cannot have 
another in my life! Because I lie and sign 
myself to lies! Because I am not worth the 
dust on the feet of them that hang! How may 
I live without my name'' I have given you my 
soul; leave me my name?^^ 
In the above speech Proctor comprehends two 
essential truths that seem apparently paradoxical. One is 
the realization of the value of the individual's name which 
29. Ibid. 
30. Ibid. 
15. Ibid.. p.345-. 
132 
amalgamates his worth, respect, dignity and integrity. 
Proctor is insistent because after a lifetime of abysmal 
darkness of ignorance he has gained cognizance of the human 
being's actual potential and true worth. John has finally 
envisioned the light of knowledge and awareness. The second 
pertains to the negating of the individual ego by submitting 
to a superior consciousness, thus humbling one self in one's 
self esteem. After tearing the paper he manages to liberate 
himself from the web of lies, guilt, deceit, hypocrisy, 
finally asserting, restoring his self dignity as a human 
being: 
. . .now I do think I see some shred of 
goodness in John Proctor. Not enough to weave 
a banner with, ^ feut white enough to keep it 
from such dogs.^ 
Goodness has been John's obsession from the very 
beginning. He believed that good corresponded with people's 
good opinion, specially of those affiliated closely to him. 
The trial educates him by teaching him the basic tenets of 
human responsibility and making John aware that goodness is 
of deeper origin, and its roots are embedded inside the 
human being himself, because in the final analysis the 
individual is a merger of the court of law, the judge, the 
betrayer and the victim. Proctor now shares a perfect 
understanding with his wife and in parting leaves behind 
25. Ibid. 
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some part of cogent knowledge in his last message: 
Give them no tear! Tears please them! Show 
honor now, show a stony heart and siiik them 
with it!^^ 
Proctor's self discovery is ably aided by the two 
women who figure prominently in his life. Elizabeth, his 
legally wedded wife, supports the morally sound facet of his 
personality, and Abigail Williams gives companionship to his 
baser instincts. The relationship between Proctor and 
Elizabeth is significant because its ambivalence becomes the 
root cause behind John's dangerous liaison with Abigail. It 
also provided iVIiller with the central moti'f of individual 
guilt which he had been exploring in his previous plays. 
Like them the actual deed belongs to the past. Unlike her 
predecessors, Linda and Kate, Elizabeth is reserved, hard to 
please, slightly critical of her husband, and makes too many 
demands upon herself. Like them she is honest, loyal, 
obedient and trustworthy. Her implied and overt criticism 
constantly infuriates John. Though fearful of his anger she 
repeatedly corners him in divulging the truth. Elizabeth's 
intentions are extremely ambiguous. On the one hand, she 
reacts against the injustice of the indictments and false 
accusations, and on the other, she is jealous of Abigail 
25. Ibid. 
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demanding full confession from John. So intense is her 
mission that she becomes his conscience. John's dithering 
and vacillation convince her of his duplicity and emotional 
leanings towards Abigail. Tired of her role as his keeper 
she indicates her loss of faith in him: 
Elizabeth: Do as you wish, then. 
Proctor: Woman, I'll not have your suspicion 
any more. 
Elizabeth: I have no-
Proctor: I'll not have it! 
Elizabeth: Then let you not earn it. 
Proctor: You doubt me yet! 
Elizabeth: John, if it were not Abigail that 
you must go to hurt, would you 
falter now? I think not.^'^ 
Elizabeth is a product of the Puritan society. 
Though she adheres to her sense of duty she cannot prevent 
herself from passing strictures on John. She can also not 
comprehend that the cause of John's indiscretion lay with 
her. Her coldness had converted a warm house into a chilly 
empty, soulless structure. Obligation enables her to accept 
John again but she performs the deed without understanding 
or comprehending its implications. Their life together was a 
hollow charade covered by a dignified facade: 
15. Ibid.. p.345-. 
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I do not judge you. The magistrate sits in 
your heart that judges you. I never thought 
you but a sood man, John- only somewhat 
bewildered.^^ 
Unlike Linda and Kate, Elizabeth develops through 
the course of the play, and as an aftermath of the traumatic 
experience discovers herself. In the last moments of John's 
life the Proctors are closer to each other than they had 
ever been before. When Elizabeth is brought to the court 
room to pursuade her husband into a confession to save his 
own life, she maintains a studied silence and agrees only 
after great non-verbal inner deliberations. The long months 
in the prison have left her pale and gaunt, but enabled her 
to do a lot of soul searching and analysis. Elizabeth 
realizes that it was her coldness that forced John to 
lechery: 
I have read my heart this three month, John. 
I have sins of my own to count. It needs a 
cold wife to prompt lechery.^® 
Emotions overflow after a lifetime of repression: 
Elizabeth: Better you should know me! 
Proctor: I will not hear it! I know you! 
Elizabeth: You take my sins upon you, John-
Proctor: No, I take my own, my ownl 
35. Ibid.• p.265. 
16. Ibid.. p.282. 
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Elizabeth: John, I counted myself so plain, 
so poorly made.... I never knew how I 
should say my love. It were a cold 
house I kept!^" 
With her own sense of insufficiency, Elizabeth refuses to 
judge John. There is a final perception of the real goodness 
in her husband which she had overlooked in her pursuit of 
perfection, prompting her to plead: 
Forgive me, forgive me, John- I never knew 
such goodness in the world: ° 
Previously Elizabeth had judged him at every juncture bur 
now she realizes her own fallibility. Her comprehension cf 
weakness is very similar to Biff's in Death of a Salesman. 
At the time of Proctor's execution their marriage gains a 
warmth and tangibility till now absent and when the others 
plead, pray and petition she cries out, "He have his 
goodness now. God forbid I take it from him." 
There is absolutely nothing to commend in Abigail 
Williams as a person, for she is a spiteful equivocator with 
a passion for dissembling. Her hatred of Elizabeth for which 
she drank blood and summoned spirits, forms the corpus oC 
the play and the crux of the story of John's destruction. 




Parris is self preservation. Fortunately the trump card of 
witchcraft is supplied to her by the Salemites themselves. 
Her importance - lies in being the prime instigator, but the 
relationship she shared with Proctor provides Miller with 
the opportunity of exploring his innate weakness. Contrary 
to the stiffness that marks his bond with Elizabeth, John 
enjoys a covert empathy with Abigail. Her nervous, expectant 
laughter, winning manner, wicked air, feverish look and 
finally the honest admission to the fraud she was practising 
in the hope of personal gain, point to a deeper 
understanding between them. She also knows that the mounting 
fever of witchcraft would conviniently shift her blame. 
Abigail is fully confident of Proctor's affection and taunts 
him with, "You come five mile to see a silly girl fly. I 
know you better." 
The justification of Abigail's claim becomes 
evident when Proctor himself is witnessed dithering over 
disclosing her involvement. Though John is unaware, 
Elizabeth and Abby are not blind to his weakness. Both 
pursuade and confront him in their respective manners and he 
unwittingly complies with their suspicions. Though Abigail's 
motives are purely selfish. Proctor's stance could be 
interpreted as a subtle desire to preser/e some memories of 
love shared, which is virtually absent in his own 
relationship with Elizabeth. This probably is the hold and 
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influence, that Abigail enjoys over John from which he 
cannot break himself free. The utter injustice of 
Elizabeth's implication reminds him of his duty to her as 
wife and his basic goodness and sincerity prevent him from 
furthering the destruction of the already crumbling edifice 
of their marriage. Abigail Williams is employed by Miller as 
an instrument to expose Proctor's vulnerability, lending 
perspective and depth_to his image. 
The final touches to the human image in The 
Crucible are provided by the eighty three years old, canny, 
inquisitive, cranky, but a deeply honest and brave man by 
the name of Giles Corey. Basically a simple and straight-
forward individual, he inquires from the learned, some 
equally innocent questions regarding his wife Martha, who is 
deeply religious, and very fond of books. Unfortunately 
Martha becomes one of the indicted on the basis of Giles' 
innocent queries. Torn by the baselessness of arguments 
against her he tries his utmost to stop the injustice. An 
upright man who refuses to divulge the name of his 
informant he continues to maintain his dignity in his death 
by not succumbing to any pressure. His death and its 
circumstances recall to mind the invincible spirit of 
Hardy's heroes and the indestructibility of the spirit of 
Hemingway's protagonists: 
Elizabeth: He were not hanged. He would not 
answer aye or nay to his 
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indictment for if he denied the 
charge they'd hang him surely, and 
auction out his property. So he 
stand mute and died Christian 
under the law....It is the law, for 
he could not be condemned a wizard 
without he answer the indictment, 
aye or nay. 
Proctor: Then how does he die? 
Elizabeth: They press him, John. 
Proctor: Press? 
Elizabeth: Great stones they lay upon his 
chest until he plead aye or nay. 
They say he give them but two 
words. "More weight," he says. And 
died.^^ 
One cannot help agreeing with Elizabeth Proctor 'It were a 
fearsome man, Giles Corey'. 
Miller's presentation of the image of man in The 
Crucible. as our analysis of the play in the foregoing 
paragraphs has established, is as topical, historical and 
contemporary as it is mythical, archetypal and universal. 
The selected and cleverly modified factual details s\ibtly 
mingle with the contemporary American commercial ethos, and 
are endowed with universal relevance by fusing them with the 
mythical undercurrents. Salem is, in a sense, contemporary 
America with the sustaining value of commercialism, seeking 
excuses in natural and suoernatural elements for selfish 
15. Ibid.. p.345-. 
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material gains. It is also the macrocosm where the 
microcosmic John Proctor acts as a representative of 
humanity caught in a man-made web which has been given a 
supernatural dimension. John cannot extricate himself from 
this complex web. Combined with this external factor is his 
own indiscretion. The destructive dimension which the past 
acquires in the play has the mythical potential of 
Sophoclean proportions. John's attainment of self-perception 
leading to the strengthening of his essentially human and 
ethical integrity, as well as his destruction by the 
external and internal forces establish his image of man who, 
like a typical tragic protagonist, is paradoxically both 
great and small. 
CHAPTER V 
A MEMORY OF TWO MONDAYS 
Miller's three major plays, All My Sons, Death of a Salesman 
and The Crucible explored the possibilities, psychic and 
external realities which contributed to the depiction of a 
credible human image by the dramatist. Each play commenced 
from where the preceding effort had concluded. Commitment, 
responsibility, choice, awareness, compromise, search for 
identity in a soulless universe and the worth of the 
individual's name, stemming from the central leitmotif of 
the individual's guilt, provided to Miller ample opportunity 
to make an in-depth study of man. The emergent human image 
which already consisted of follies, weaknesses, strengths, 
aspirations, through exposure to emotional and psychological 
traumas, attained multi-faceted, multi-dimensional 
proportions. The final assertion, however, was through 
affirmation. The three plays form a sort of trilogy in which 
Miller maintained the same tension expanding his canvas, 
experimenting with new techniques, coalescing them with the 
sole objective of lending maturity and plausibility to his 
vision of man. All the three plays followed the Greek 
pattern of nemesis in which an action of the past becomes 
the cause for subsequent soul searching in the individual. 
Miller's fourth play A Memory of Two Mondays 
appeared in 1955 as a companion piece tc A View from the 
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Bridge. It is a deviation from the guilt syndrome previously 
explored, and ventures to present a view of the human image 
from a novel and original angle. Written as a one-act play, 
A Memory, despite Miller's assertion that it was his 
favourite effort, has not elicited much critical or 
theatrical enthusiasm. Miller's own observation in this 
regard is apt to recall: 
Memory is a plotless and leisurely play, 
an exploration of a mood, the mood of the 
thirties and the pathos of people forever 
locked into the working day...in fact, it was 
a reaching toward some kind of bedrock 
reality at a time, in 1954, when it seemed to 
me that the very notion of human relatedness 
had come apart. 
The McCarthian doctrine of equivocation and its 
attack on the fortress of brotherhood, sympathy, fellow-
feeling and humanity had shaken human kind to the very core 
of their beings. Trust as an essential ingredient in human 
relationship had become subtly replaced by doubt, suspicion 
and mistrust. The Crucible is a vivid depiction of this 
onslaught on relatedness. But just as the conclusion of all 
Miller's plays uptill now has asserted and reaffirmed faith 
in the indestructible spirit of the human being, the format 
of equivocation of The Crucible is subtly followed by a 
1. Arthur Miller, "What Makes Plays Endure" in The Theatre 
Essays, p.260. 
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smaller more compact and urgent declaration of human 
solidarity, and a sharing on common fate in A Memory of Two 
Mondays. Miller's assertion is relevant to quote: 
It was McCarthy's time, when even the most 
remote conception of human solidarity was 
either under terrific attack or forgotten 
altogether. A Memory of Two Mondays. however 
lyrical and even nostalgic, was the evocation 
of a countervailing idea, the idea, quite 
simply of "other people," of sympathy for 
others, and finally of what I believed 
must come again lest we lose our humanity- a 
sense of sharinq a common fate even as one 
escaped from it. 
With this overt purpose of reassembling the disoriented 
strands of human -brotherhood. Miller begins with the choice 
of a class or a group of people, whom he closely knits 
together in one professional family, bestowing on them a 
group identity, and later, diffusing the group into separate 
individual and identifiable human entities. In both All My 
Sons and Death of a Salesman Miller has displayed a 
predilection towards the world of business and commerce. 
This protracted preoccupation supplied to him the group he 
desired to depict in the play under consideration. 
The soulless commercial world Miller introduced to 
his readers in his two major plays becomes fully realised in 
A Memory in the form of moving pictures or stills. Business 
25. Ibid. 
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and coiranerce are two significant motifs serving to depict 
the external reality, which is in no degree partial to the 
plight of the individual. However, this cold, unemotional 
world only submits to the superior intelligence of the 
successful, destroying, in its unyielding, unrelenting 
march, those who lack the strength to resist and triumph 
over it, Joe Keller lucidly describes it in All My Sons: 
I'm in business, a man is in business,.. .you 
got a process, the process don't work you're 
out of business; you don't know how to 
operate, your stuff is no good; they close 
you up, they tear up your contracts, what the 
hell's it to them? You lay forty years into a 
business and they knock you out in five 
minutes. 
The anthropomorphic undefined 'they' stand for the forces 
of the trade world against which the individual fights, and 
the twentieth century with its industrial progress and 
materialism, has made it imperative for the human being to 
be in some way connected to this automatic soulless force. A ' 
Willy Loman has to submit to its inordinate demands. 
The play begins in an auto-parts warehouse 
situated at the back of a large loft in the industrial 
section of New York. The front is stuffed with office papers 
and gadgetry- telephone, switchboards, counters and records. 
The two basic structures to which the playwright draws our 
3. Arthur Miller, "All My Sons," Collected Works, p.115. 
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attention are the long packing table to which nearly all the 
workers turn, and the tall factory type hard dust-encrusted 
windows that reach from floor to ceiling. There is a general 
air of unkempt untidiness as if the place is rarely cleaned, 
thus becoming unmanageably chaotic. The exact nature of the 
jobs in progress is purely mechanical and people walk in and 
out of doors with monotonous precision, taking orders, 
packing, affixing postage stamps, addressing them while 
leaning on the desk thus using it generally as a prop, a 
support to recline, eat and hide things. Miller has 
thoughtfully explained the real significance of this comer, 
which despite the automatic machine-like regularity of its 
use, also serves as a home base. It is a romantic little 
world for the workers and becomes a substitute home for 
them, as they gather around it in preparation to tackle 
their daily routine chores. 
The people frequenting the warehouse are thus 
imparted a rounded profoundness, of being at the same time 
cogs in the impervious environment and also a collective 
identity of brotherhood and solidarity, The vision from the 
former angle is of a monotonous, will-less, helpless 
existence, where each individual is too tired and exhausted 
to put up any resistance to breach of dignity and self-
respect. It conforms to the commercialised routine pattern 
in which emotional involvement is the minimum. The epitome 
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of this cult is Eagle whose appearance every Monday is much 
awaited, but his activity is restricted to trips to the 
toilet. From the latter angle, the vision broadens to 
embrace feelings, empathy, sharing of burdens and tensions, 
jokes, erecting of a solid unshakeable exterior to protect a 
helpless colleague from dismissal- all of which can be 
summed up under the home, hearth and family concept to 
which they return every day and week. The warehouse becomes 
a symbol of two contrary attitudes for its workers. 
The action is initiated on a hot Monday morning 
with a group of workers, the majority of whom are either 
forty years or above. Only Jerry, Willy and Patricia can be 
termed young. The others, namely, Gus, Jim, Tom, Raymond, 
Larry and Agnes are way past youth, ambitions and 
aspirations. They are a fatigued, jaded, drained lot who 
have spent a lifetime combating meaningless, repititious 
chores. So involved are they in their daily pursuance that 
their very identities have become merely extensions of the 
schedules followed. Once in a while this cult of consistent 
behaviour is broken either by the admission of a foreigner 
in terms of attitude to life, or by their own rebellion 
against the humdrum existence, in asserting their rights to 
be human. Hence the opening sentence is an inquiry echoed a 
number of times by various people: "Tom Kelly get in yet."^ 
4. Arthur Miller, Collected Plays, p.333. 
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For a long time the identity of Tom Kelly remains 
a mystery, leading to doubts regarding his very being. 
However, through relentless, remorseless queries he is 
revealed as a fellow colleague whose absence was a source of 
consternation to the entire clique. The Tom Kelly and Gus 
episodes are some of the most revealing scenes that diffuse 
their group identity into separate, independent, 
individualistic people and also provide an insight inco the 
humanness of this assembly. In their midst enters a very 
young boy, fresh, hopeful, desirous of attaining something, 
aspiring for more, pursuing knowledge with an objective to 
achieve higher things in life. Bert is 'as different from 
them as chalk from cheese. He has joined the warehouse with 
the sole aim of saving money to go to university, and is 
successful in putting aside the bulk of his earnings because 
his mother is supporting him with help and encouragement. 
His interest in knowledge prompts him to read War and Peace 
because it is literature. As he does not get sufficient 
time, Bert has fallen into the habit of reading it cn the 
subway to and from work. Raymond Ryan who apparently has no 
appreciation for this bit of information can merely follow 
it with a diktat to work: 
Be sure to open those three crates of axles 
that came in Saturday, will you? 
and, 
Well, sweep up around the elevator, will you?^ 
11. Ibid.. p.270. 
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But not all of them are unappreciative and lacking 
understanding. For instance, Agnes is heard advising thus: 
Agnes: You ought to meet my nephew 
sometime, Bert...Really, you'd like 
him. He's very serious. 
Bert: How old is he now? 
Agnes: He's only thirteen, but he reads 
the New York Times too. 
Bert: Yeah? 
Agnes: You still reading that book? 
Bert: Well I only get time on the subway, 
Agnes_ 
Agnes: Don't let any of them kid you, 
Bert. You go ahead. You 3="eaci the 
New York Times and all that...° 
Bert's role and appearances are rather limited 
because he acts as a touchstone to the others. The action of 
the play is further punctuated by the entry of Frank the 
truck driver and Eagle who is viewed with awe on account of 
his status in the warehouse. He belongs to the higher 
echelons. Frank is typically a representative character, 
belonging to the class of daily wagers who live life by the 
day, letting the future take care of itself. His sole 
preoccupation is to know his destination in advance so that 
he adjusts his schedule to suit his convenience. This 
entails being entertained by a lady at every stop. 
11. Ibid.. p.270. 
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Slowly and methodically Tom Kelly's image loses 
some of its attendant mystery, and he is revealed as a drink 
sodden alcoholic, who has been often caught in a sorry 
plight by his superiors, and is living under constant threat 
of dismissal. The persistent inquiry of his whereabouts 
stems from the worry and desire to protect him from any dire 
eventuality. The other members of the group slowly move "in 
the kaleidoscope, and the effect created is a montage with 
stills from the life patterns of each member of the cluster. 
When Tom Kelly finally appears, work comes to a 
halt. Gus rises, Bert enters the room and stands still, Ray 
and Larry watch and Kenneth stops wrapping. The total 
movement becomes one of suspended animation, imparting an 
immobility of arrested attention and a rigidity of a 
photograph to the scene pronouncing and enhancing the only 
other movement in the room. This happens to be Tom Kelly's 
stiff and laboured progress in a dream like stance to the 
chair. All of a sudden the trance is broken and in contrast 
to the previous lack of movement, there is an abundance of 
activity with all of them sharing concern for Tom, and Gus 
even going to the extent of threatening to beat Jerry and 
Willy with an axle, because they were making Tom a subject 
of ribald mockery: 
Jerry: What'd we do? What'd I say? 
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GUS : Watch out.' Just watch out you make 
fun of this man! I break your head, 
both of you! 
In that one moment they are dramaticaly re-aligned into a 
corporate' group, joining hands to protect a helpless 
colleague against the ire of the employer: 
Gus: Bert! (He reaches in his pocket) 
Here, go downstairs bring a shot. 
Tell him for Tommy (He sees what is 









Here (He reaches into his pocket as 
Jim. Kenneth and Larry all reach 
into their own pockets) 
(takincT a coin from Raymond) Okay 
I'll be right up." 
(to Larry) Ah! you can't blame the 
poor feller, sixteen years of his 
life in this place. 
You said it. 
There's a good deal of monotony 
connected with zhe life, isn't it? 
You ain't kiddin'. 
Oh, There must be a terrible lot pf 
Monday mornings in sixteen years.' 
They despair of waking Tom to reality, and try 
everything in their means to wake him from the stupor of 
7. Ibid.. p.346. 
8. Ibid.. p.347. 
11. Ibid.. p.270. 
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apathy and lethargy of drink. Each member strives his best 
to help, if not through actions, then through prayers, 
pleadings, and apologies. Even Agnes's scant pleading is 
significant: 
Agnes: Look at that- he doesn't even move. 
And he's heen trying so hard.' 
Nobody gives him credit, but he 
does try hard. See how nice and 
clean he comes in now?^*^ 
After their desperate attempt to revive him in the Indian 
way by blowing into his ears Agnes again says, 
Oh, he's awake. Somewhere inside, y' know. He 
just can't show it, somehow. It's not really 
like being drunk, even.^^ 
Gus and Larry ruminate sadly, 
Gus: (of Tommy) What am I gonna do with 
him, Larry? The old man's comin'. 
Larry: Tell you the truth, Gus, I'm sick 
and tired of worrying about him, 
y'know. Let him take care of 
himself 
After regaining sobriety Tom is totally disoriented. His 
search for suitable anchor relieves his coitpanions: 
Toni: (Acmes is heard weeping. They turn) 
Agnes? (He goes to her) What's the 
matter, Ag. 
Agnes: Oh, Tommy! (Weeping. She hurries 
out) 
Tom: What happened? What is she cryin' 
for? 
10. Ibid.• p.348. 
11. Ibid. 
11. Ibid.. p.270. 
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Gus: (Indicatincr the desk) Why don't you 
go to work, Tommy? You aot lotta 
parcel post this morning. 
Tom's meeting with Eagle becomes something of an anticlimax. 
When all his companions were expecting the worst he escapes 
with a warning and a chance to improve: 
Gus: He fire you, Tommy? 
Tom: (holding back tears) No, Gus, I'm 
all right. 
Gus: (going up next to him) Give you 
another chance? 
Tom: (speaking with his head lowered) 
yeah. It's all right , Gus, I'm 
goin' to be all right from now on. 
Gus: Sure. Be a man Tommy. Don't be no 
drunken bum. Be a man. You hear? 
Don't let nobody walk on top you. 
Be man.^"^ 
In this play Miller employs to maximum effect his 
clique of characters to reveal the infinite variety in human « 
kind in a collage like form. Jerry and Willy, the younger 
members of the set, are both slick operators, smooth, over 
confident, brash. They are close to Bert in age but have 
nothing in common with him. Though members of a group, they 
stand apart by virtue of their earthiness and sensuous 
inclinations. Nearly all of them have their travails and 
13. Ibid.• p.354. 
15. Ibid.. p.345-. 
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problems, but that does not prevent them from bothering about 
each other and presenting a united front when confronted 
with calamities. Each is a character study. They are not 
flat but rounded human figures with eccentricities, follies 
and flashes of intelligent radiance that remain dormant if 
left untapped from lack of opportunity. They are profound 
examples of the limitations experienced by the common 
ordinary men, whose average mediocre existence and status, is 
no indication of and pronouncement over their excellence and 
capability as human beings. However, very few of them aspire 
to break free of this prison of second rate, routine being. 
They lead monotonous lives and die like Gus in the end, 
succumbing to the pressures of their trapped existence. 
Their lack of aspiration becomes a hamartia, 
attaining dimensional reality, and from force of habit 
compliance becomes second nature to them. Each one keeps 
flowing with the powerful tide of their monstrously tedious 
destiny submitting to its demands, daily registering 
nevertheless, the outsider among them in the guise of Bert, 
who wishes to loosen the shackles and change. However, the 
momentum of their own static lives is so strong that they 
merely notice these occurrences in passing, themselves 
powerless to achieve or accotnplish anything. 
Larry is one such troubled, phlegmatic soul, 
nearing forty, overburdened by family responsibilities. He 
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strives his utmost to cater to the demands of his large 
family: 
Larry: Ray, I'd like you to ask Eagle 
something for me. 
Ray: What? 
Larry: I've got to have more money. 
Ray: You and me both, boy. 
Larry: No, I can't make it any more,Ray, I 
mean it. The car put me a hundred 
and thirty bucks in the hole. If 
one of the kids gets sick I'll be 
strapped. 
Ray: Well, what'd you buy the car for? 
Larry: I'm almost forty, Ray. What am I 
going to be careful for?... I hate 
to make it tough for you, but my 
wife is driving me nuts.^ 
He appears suffocated by his humdrum entity, registering 
petty rebellions and protests in the form of a casual fling 
with Patricia, or buying the car he desired and coveted. 
These efforts which require some brand of courage do not 
spare him embarrassment: 
Gus: You Crazy? Buy Auburn? 
Larry: Didn't you ever get to where you 
don't care about that? I always 
liked those valves, and I decided, 
that's all. 
Gus: Yeah, but when you gonna go sell 
it 
15. Ibid.. p.345-. 
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Larry: I don't care. 
Gus: You don't care! 
Larry: I'm sick of dreaming about things. 
They've got the most beautifully 
laid-out valves in the country on 
that car, and I want it, that's 
all.l^ 
Suffocated by the constant claims and levies he cannot 
breathe or live life at will: 
Gus:, What's the matter with you these 
days? 
Larry: Two years I'm asking for a lousy 
five-dollar raise. Meantime my 
brother's into me for fifty bucks, 
for his wife's special shoes; my 
sister's got me for sixty-five to 
have her kid's teeth fixed. So I 
buy a car and they're all on my 
back- how'd I dare buy a car! Whose 
money is it? Y' know Gus? I mean.^ 
Life's banality, however, does offer Larry a 
couple of challenges to rise above this tedium and display 
some spark of excellence, generally not associated with 
individuals of his kind. The mechanic episode is one such 
opportunity to counter the drabness, lending some flavour to 
an otherwise insipid life. Larry's initial reaction to the 
mechanic's query for an obsolete part is boredom, apathy and 
a total lack of interest. However, his own friends and the 
16. Ibid.. p.342. 
15. Ibid.. p.345-. 
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insistent mechanic impel them to pick up the cudgels and 
accept the challenge. Larry's fellow workers are not 
surprised at his expertise, memory and awareness because it 
was one of the many such incidents, that tested Larry's 
knowledge which was never found wanting. But the audience 
becomes breathless with amazement at Larry's know-how. His 
own reaction at the repeated persistence is to blame the 
system and its thanklessness at not appreciating the sincere 
and genuine effort of which many people like him are 
capable: 
Ray: Don't you have any idea, Larry? 
Larry: I might, Ray, but I'm not getting 
paid for being an encyclopedia. 
There's ten thousand obsolete parts 
upstairs, it was never my job to 
keep all that in my head. If the 
old man wants that service, let him 
pay somebody to do it.^° 
The search for the autopart is too irresistible a 
proposition, and Lariry cannot resist accepting the acid test 
of giving Bert directions regarding it's whereabouts: 
Larry: Bert get the key to the third floor 
from Miss Molloy. Go up there, and 
when you open the door you'll see 
Model- T mufflers stacked up...go 
past the mufflers and you'll see a 
lot of bins going up to the 
ceiling. They're full of Marmon 
valves and ignition stuff...At the 
end of the corridor is a pile of 
15. Ibid.. p.345-. 
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crates- I think there's some 
Maxwell differentials in there.... 
Climb over the crates, but don't 
keep goin', see. Stand on top of 
the crates and turn right. Then 
bend down, and there's a bin- No, I 
tell you, get off the crates, and 
you can reach behind them, but to 
the right and reach into that bin. 
There's a lot of Locomobile 
headnuts in there, but way back-you 
gotta stick your hand way in, 
see, and you'll find one of 
these.^^ 
Though the instructions are circumlocutory and 
involved, there is no hint of hesitation and each time Larry 
gives himself a pause or temporary respite, it is felt that 
the narrative has come to an end. However, the tempo remains 
unceasing and draws a deserved note of applause from the 
audience. It is these inspired moments of perceptive 
discernment that provide evidence of the hidden talents and 
nascent genius of men like Larry, whose otherwise 
undistinguished careers are like the layers of grime and 
dust covering the windows of the warehouse. With the 
explosion of time, the chronology of the many Mondays 
becomes meaningless, as the people have stoically and 
heroically braved through countless such Mondays, but each 
has been subtly different from the preceding one. Despite 
the schedule and routine of their unimaginative lives they 
do attach some hope, some positivity that would temporarily 
15. Ibid.. p.345-. 
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suspend the unending list of machine like operations. Hence 
a Tom Kelly episode or Larry's Auburn or Gus's moral dilemma 
provides instances when they come together in human 
solidarity and appear human. 
The guilt motif in A Memoi^/ is not as pronounced 
as in the earlier plays. The emotional element in the three 
major plays of Miller's early period was more pronounced and 
obsessive and swayed the total being of the major 
characters. In order to emerge from its deadly morass, the 
people involved had to wage emotional battles against this 
guilt phobia. In A Memory Miller deals with small feelings 
of compunction, remorse, nostalgias, and regrets like 
Larry's purchase of the Auburn or Gus's lapse at having 
abandonee his sick wife. These are transitory emotions of 
having belittled oneself in one's own self esteem. Gus's 
advice to Tom "to be a man" is equally applicable to his 
own self and Agnes, a close friend, can see through the 
facade, weeping for Gus's vulnerability. The palpable 
tension cf the scene is countered by Raymond's call back to 
practical reality. "What do you say, fellas, let's get 
going, hen?" Prosaic actuality has its merits, the chief 
and most significant being that it saves the individual from 
excessive sentimentality. 
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Bert and Kenneth in the meanwhile devote time to 
cleaning the windows, and the quick passage of time is 
indicated by the gradual withdrawal of summer to allow the 
advent of winter. With the walls permitting the entry of 
winter cold, a chill alienation is felt by everyone and Bert 
and Kenneth are compelled to converse about the harsh, tough 
days ahead, imminent hunger and joblessness. Though the 
place looks clean and all of them have a "sky to look at," 
the dust shroud had insulated them from external reality 
preventing any kind of infringement. In a nostalgic mood of 
regret, Bert sums up the passage of time, the aging of his 
companions, their abject helplessness against the 
unrelenting march of time and destiny, which propels then 
into a never-ending abyss, a quagmire of futility. Bert 
wonders over their ability for constant submission without 
protest: 
Bert: Didn't you ever want to be 
anything, Kenneth? 
Kenneth: I've never been able to keep my 
mind on it, Bert....I shouldn't 've 
cut a hole in my shoe. Now the 
snow's slushin in and me feet's all 
wet. 
Bert: If you studied, Kenneth, if you put 
your mind to something great, I 
know you'd be able to learn 
anything, because you're clever, 
you're smarter than I ain. 
Kenneth: You've got something steady in your 
mind, Bert; something far and 
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Steady. I could never hold my mind 
on a far away thing.. 
Lack of determination, feeble attempts, want of purpose, a 
habituated torpidity keeps sucking these people back into 
the mire of anonymity, depression and protracted stagnation, 
though Kenneth a self confessed defeatist also reacts 
against his average, second rate life. Their unimaginative 
lives are summed up by Bert in his poem: 
There's something so terrible here! 
There always was, and I don't know what. 
Gus, and Agnes, and Tommy and Larry, Jim and 
Patricia-
Why does it make me so sad to see them every 
morning? 
It's like the subway; 
Every day I see the same people getting on 
And the same people getting off. 
And all that happens is that they get older. God! 
Sometimes it scares me; like all of us in the 
world 
Were riding back and forth across a great big 
room 
From wall to wall and back again. 
And no end ever! Just no end. 
With the approach of winter and another Monday, 
even Kenneth succumbs to frustration and starts drinking: 
Good God, Bert, you can't always be doin' 
what you're better off to do! There's all 
kinds of unexpected turns,y'know, and things 
not workin' out the way they ought! 
20. Ibid.• p.358. 
21. Ibid. 
15. Ibid.. p.345-. 
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Kenneth aspires for a job in the Civil Service. But the only 
vacancy available is of a guard in the lunatic asylum. "They 
tell me it's only the more intelligent people goes mad, y' 
know," because they cannot compromise with ordinariness and 
thwarted aspirations. 
Miller has defined A Memory as a pathetic comedy 
and in his "Introduction" he observes: 
I wrote it...out of a desire to relive a sort 
of reality where necessity was open and bare. 
I hoped to define for myself the value of 
hope, why it must arise, as well as the 
heroism of those who know, at least, how to 
endure its absence!^ 
The commercial ethos of the warehouse, its activities and 
dealings connect A Memory to his two earlier plays, All My 
Sons and Death of a Salesman in which commercialization and 
business form the backbone of a consumer-dominated society. 
The difference between the present and the other two plays 
is that the playwright in the latter case, is preoccupied 
with a single individual's struggle for livelihood and 
existence against the anthropomorphic indeterminate forces 
of society. In A Memory Miller has chosen an undefined 
amoebic unit from this society itself and made it his 
primary concern. The struggle thus transforms itself into an 
archetypal battle blended with human frustrations, 
fulfilments on a wider cosmic level. From the single 
23. Arthur Miller, "Introduction." Collected Works, p.49. 
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individual's effort it graduates to a full scale endeavour 
of a corporate group. The conclusion of all such contentions 
is, however, predestined because the vast majority of able-
bodied individuals have made abject self-abasement a 
habituated exercise. The colossal forces of society appear 
immense, powerful and dominating because of lack of hope of 
redemption in most people. 
Gus's death is symbolic of non-fulfilment in the 
commercial sense. At sixty-eight Gus is already reaching 
superannuation. Tired, exhausted with the demands of the job 
and a sick wife, Gus has taken to liquor. His manner on 
first entrance appears blase and callous. Despite this, he 
remains an essentially human person by virtue of his heroic 
efforts to save Tom Kelly, and the stunned reaction on 
receiving the news of his wife's death. The announcement 
that follows is stark and simple "My Lilly die," and the 
bleakness is echoed in the message of his own demise. Gus 
like Loman before him was in constant search of his roots 
but is a failure in locating them. His history in 
quintessence is: 
When Mr Eagle was in high school I was 
already here. When there was Winton Six I was 
here... I was here all them times. I was here 
first day Raymond came; he was young boy; 
work hard be manager. When Agnes still think 
she was gonna get married I was here. When 
was Locomobile, and Model K Ford and Model N 
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Ford-all them different Fords, and Franklin 
was a good car...All them times I was here.^^ 
The narrative lends a timelessness to Gus's image, 
and significantly he is not shown dying but only reported 
dead,- the image and illusion of permanence continues. The 
tragedy of this innately mortal being is reflected in his 
behaviour after his wife's death. Slightly demented by the 
shock, coupled with the compunction and remorse of not being 
at her bedside, he gets inordinately drunk, withdraws all 
his insurance money, buys a new suit to go to the cemetry 
and spends the whole weekend carrying carfenders with which 
he wants to replace the old ones. His friends and colleagues 
protect him from Eagle but cannot prevent his overexcesses. 
The report of his death is absolutely deadpan and 
unemotional: 
Ray: Where's Gus, Jim? 
Jim: He died, Ray. 
Larry: He what? 
Agnes: What'd you say? 
Jim: Gus died. 
Kenneth: Gus died. 
Bert: Gus? 
24. Arthur Miller, Collected Plavs. p.370. 
15. Ibid.. p.345-. 
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Tom and Gus are studies in opposites. When one 
surrenders to weakness and even wallows in it, the other 
triumphs over it to improve and even rise in his own self 
esteem. The reformed Tom Kelly becomes slightly-
insufferable, because of his platitudes and over confident 
stance. But he achieves something which the others are not 
capable of. His remarkable feat is that he managed to 
conquer his weakness for liquor through sheer will power. 
He, therefore, feels experienced and wise enough to impart 
advice to people, like Kenneth and Gus, who are slowly and 
steadily sinking into the pit of oblivion: 
Kenneth: How'd you do it, Tom? 
Tom: Will power, Kenny. Just made up ray 
mind, that's all. 
Kenneth: Y'know the whole world is talking 
about you, Tom- the way you mixed 
all the drinks at the Christmas 
party and never weakened? Y'know, 
when I heard it was you going to 
mix the drinks I was prepared to 
light a candle for you. 
Tom: I jyst wanted to see if I could do 
And later on while dealing with Gus, Tom's opinion is: 
I tried talking to him a couple of times, Ray 
but he's got no will power! There's nothing 
you can do if there's no will power y'know?^" 
26. Ibid.. p.361 
15. Ibid.. p.345-. 
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This is what lends to Tom his superior, self-righteous 
posture. However, Tom Kelly is the single emergent human 
figure who rises from this soulless, industrialised, 
insensible, impassive universe witii some modicum of 
respectability, transforming himself from a drunken sod 
pitied by his mates to a figure of affirmation and hope, 
confirming the fact with certainty that all is still not 
lost. 
As the time for Bert's departure approaches a 
feeling of instinctive antagonism and resentment is in 






Mr Ryan? Can I see you a minute? I 
wondered if you hired anybody yet, 
to take my place. 
(pleasantly surprised) Why? Don't 
you have enough money to go? 
No, I'm going. I just thought maybe 
I could help you break in the new 
boy. I won't be leaving till after 
lunch tomorrow. 
We'll break him in all right. Why 
don't you just get on to your work? 
There's a lot of excelsior laying 
around the freight elevator.^® 
28. Ibid.. p.360. 
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To Bert's puzzled question "Is he sore at me?" even Kenneth 
avoids meeting the eye evading his query and merely 
answering with, 
Why, Bert, you've got the heartfelt good 
wishes of everybody in the place for your 
goin'- away! ^ 
Larry treats the entire issue with disbelief and embarrassed 
envy: 
Larry: You actually leaving tomorrow? 
Bert: (eagerly) I guess so, yeah. 
Larry: Got all the dough, heh? 
Bert: Well, for the first year anyway. 
You mind if I thank you? 
Larry: What for? 
Bert: I don't know- just for teaching me 
everything. I'd have been fired the 
first month without you, Larry. 
Larry: (with some wonder and respect) Got 
all your dough, heh!^^ 
There is a third variety of reaction to Bert's departure. 
Tom the reformed gentleman in his typically self opinionated 
style observes: 
Tom: College guy's are sellin' ties all 
over Mary's Accountancy Bert, 
that's my advice to you. You don't 
even have to go to college for it 
either. 
29. Ibid. 
15. Ibid.. p.345-. 
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Bert: Yeah, but I don't want to be an 
accountant. 
Tom: (with a superior grin) You don't 
want to be an accountant? 
Larry: What's so hot about an accountant? 
Tom: Well! try runnin' a business 
without one. That's what you 
should've done Larry. If you'd a 
took accountancy you'd a-
Larry: You know, Tommy, I'm beginning to 
like you better drunk? I mean it. 
Before, we only had to pick you up 
all the time; now you've got 
opinions about everything.^^ 
The inmates of the warehouse who are accustomed to 
an unchanging daily pattern of machine-like operations find 
Bert's proposed exit an uncommon, extraordinary occurrence 
to which they cannot easily correlate their own concerns and 
attitudes. Miller has observed that: 
...from this endless, timeless, will-less 
environment, a boy emerges who will not 
accept its defeat, or its mood as final, and 
literally takes himself off on a quest for 
a higher gratification.^ 
Bert's role in A Memory of Two Mondays becomes 
symbolic of those positive forces of assertion and promise 
that do not compromise with the age old, servile, tired, 
fatigued mentality of this amorphous crowd and purposefully 
31. Ibid.. p.362. 
32. Arthur Miller.''introduction." Collected Plays, p.49. 
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with the greatest of deliberation strikes a note of discord 
with the environment. Miller empowers Bert with the 
responsibility of an engaged narrator performing the dual 
task of being an active participant as well as a detached 
commentator, providing a double perspective to the drama. 
Bert's education involves coming to terms with the forces 
around him. These external pressures find representation in 
the guise of the characters who interact with him during the 
course of his stay at the warehouse. The end of the play 
delineates Bert craving to share some tangible contact and 
relationship with those people with whom he spent nearly a 
year.The evanescent glow of human brotherhood, its caring 
sympathy which surrounded him seems to be fading and waning, 
and Bert leaves the stage hankering for a touch, a look, a 
word to indicate some link that would probably redeem his 
erstwhile friends, transporting them on waves of hope to a 
better future, of which Bert is till now the sole 
representative. Significantly Bert does not accept defeat 
and the play concludes on his promise to Kenneth to return 
again. 
Thus the play continues essentially the same image 
of man which emerged in the earlier plays. Man's intrinsic 
humanity comes under heavy strain. because the weight of 
materialistic commercialism^ and the strife and con5)etition 
for livelihood, survival or success has threatened the 
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distinctness of his identity and individualisni. But Miller 
in this play, as in his other pieces, has successfully tried 
to retrieve man's essential humanity from the quagmire of 
commercialism and materialistic selfishness. 
CHAPTER VI 
A VIEW FROM THE BRIDGE 
A View from the Bridge is Miller's fifth major excursion 
into the field of playwriting.lt further confirms and 
reinforces his recurrent preoccupation with the troubled 
human psyche. The play combines the essences of the 
personalities of Joe Keller, Willy Loman and John Proctor in 
quintessential form in its protagonist. Here, as earlier, 
the agonised cry for identity and self-respect, once again 
becomes a mute testimony to the individual's desperate, 
tortured and laboured progress through existence, with guilt 
surfacing as a miasmatic fog surrounding his entire 
universe. Figuring at the end of the first volume of his 
Collected Works. A View from the Bridge concludes Miller's 
delineation of the human image from the angle of 
retribution, redemption, assertion ajid affirmation. The 
individuals in these five major plays are made to encounter 
certain palpable and intangible forces which chasten and 
stibdue them. These forces may be primarily external, but 
have also a corresponding and equally potent reciprocation 
inside the psyche of the human being himself. The ensuing 
battle thus becomes a marathon both socially and 
emotionally, sculpting the person into a chiselled figure 
necessitated by the demands of reality. In this struggle, 
171 
which becomes Miller's central motif, the individual is 
catapulted into the centre stage. However, he does not lose 
his importance or dignity, but emerges as the single 
important factor, for whom the playwright has created these 
anchors and supports. The intention of the playwright is 
thus to heighten and enhance the human image in diverse 
terms. Such a person can be called the microcosmic 
representation of the macrocosmic reality around him. The 
constant tug-of-war between the external and internal forces 
invested in his being, could perhaps be on account of the 
essential sameness of the twin opposing forces. 
A View from the Bridge, Miller's next significant 
play, appeared first in 1955 as a companion piece to A 
Memory. Written initially in one-act form, it dealt with an 
intensely psycho-realistic ti^th of an individual vis-a-vis 
himself and his community. This integrated closed society, 
consists primarily of people knitted together by the same 
code of moral justice and loyalty, as the protagonist 
himself. The impulse to write on this subject was initiated 
in the playwright, when he chanced to hear a tale. Miller 
himself recounts it in the Introduction to A View from the 
Bridge: 
I had known the story of A View from the 
Bridge for a long time. A waterfront worker 
who had known Eddie's prototype told it to 
me. I had never thought to make a play of it 
because it was too complete, there was 
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nothing I could add. And then a time came 
when its very completeness became appealing. 
The playwright became so impressed by the tale 
that he started feeling an inner compulsion to translate it 
into dramatic form. But he cogitated for a long time before 
imparting to the tale a one-act form. His own explanation in 
the Introduction to A View from the Bridge is pertinent to 
recall: 
I wrote it in a mood of experiment-to see 
what it might mean. I kept to the tale trying 
not to change its original shape....! wanted 
to create suspense but not by withholding 
information. It must be suspenseful because 
one knew too well how it could come out, so 
that the basic feeling would be the desire to 
stop this man and tell him what he was really 
doing to his life. 
Miller was impressed by the breathtaking 
simplicity of its evolution and the stark bareness of the 
tale. He also detected a mythical affinity between the story 
and its Greek counterparts. Though not factually parallel, 
it did deign to move forcefully towards a pre-destined fate 
in the saT^ e fashion. The playwright has explained it thus: 
I have not been able to find such a myth and 
yet the conviction persists, and for that 
reason I wished not to interfere with the 
myth like march of the tale.... There was such 
an iron-bound purity in the autonomic 
egocentricity of the aims of each of the 
1. Arthur Miller, "Introduction to A View from the 
Bridge," in The Theatre Essays, p.220. 
11. Ibid.. p.270. 
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persons involved that the weaving together of 
their lives seemed almost the work of a 
fate.^ 
With this as his aim Miller assiduously controlled 
his characters, permitting them only to act and speak 
insofar as it helped the protagonist to move towards his 
destiny. All else became subsidiary to this naked design of 
biological trapping. Miller was unable to find a point 
wherein to break the tension, as the design in his mind was 
so compact and complete. For this reason he ciose the one-
act formula. However, this version of A View did not find 
favour with the audience. Its reactions to the current play 
were as wary as those to The Crucible. A year after this 
experience Miller was ready with a revised, expanded 
version of two acts. He now gave greater significance to 
those characters who were emotionally allied to the 
protagonist. His effort in this version was to register the 
reactions of the subsidiary characters, in order to 
highlight the pressures operating on the main character, 
Eddie Carbone. 
Miller's picture galleiry already boasts of people 
directly or indirectly related to Eddie Carbone. In manners 
he is a reminder of Joe Keller. His trauma and psychological 
pressures are reminiscent of Willy Loman. His moral dilemma 
3. Arthur Miller, "On Social Plays," The Theatre Essays 
p.67. 
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and need for self-respect and identity, are an echo of John 
Proctor. Eddie's world, however, is not the consumer-
dominated, sales-oriented, automatic, soulless world of Joe, 
Bert and Willy. It subtly combines the value-ridden regions 
of Proctor's Salem, with visions of human solidarity 
glimpsed in A Memory. Miller was thus seeking to tie the 
loose ends in a tightly knitted, intensely powerful 
emotional drama. Yet another significant convention observed 
by the playwright was the use of a commentator or a 
narrator. The conventional device first used by Miller in A 
Memory was in keeping with its Greek origins. It became 
more effective in the guise of Alfieri who is reminiscent of 
the Greek chorus in his double duty of a commentator and a 
participant. Miller calls him an "engaged narrator". 
The action opens in the street and house front of 
a tenement building, which includes Carbone's typically 
worker's flat. Consisting of the bare necessities, it is 
clean, sparse and homely. Close at hand is Alfieri's law 
office. The foghorn in the distance indicates the closeness 
of the sea. The action in the street is normal with two 
longshoremen, Louis and Mike, pitching coins. The presence 
of these two characters acquires significance when it is 
noticed, that they are present at practically all the 
important junctures of the action, and serve as a link in the 
total movement. 
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Alfieri, a portly, and good humoured, thoughtful 
man, a lawyer by profession enters, and notices the wary 
uneasiness of the two pitchers. In a monologue addressed to 
the audience, he seemingly talks about the present. However 
the incident recounted by him belongs to the past. Louis and 
Mike supply the link between the past and the present, 
bridging the time gap.—The narrative is dredged out of the 
speaker's memory. He appears to be reliving a powerfully 
poignant drama. Its very intensity compels Alfieri's mind to 
translate the narration into action. His brief introduction 
contains a tentative exploration of the psyche of the 
• community, which traces its antecedents to the Greeks and 
the Italians. 
The neighbourhood comprises people who had from 
time to time migrated illegally from Italy. The chief reason 
behind the exodus was poverty, starvation, and lack of job 
opportiinities. The modus operandi involved voyages on sea on 
fake passports and subsistence as daily wagers till papers 
were formally legalised. All these operations were 
conducted furtively. Rooted in the Italian culture, these 
people imported to the American segment they frequented, 
their own values, moral codes and loyalties. The 
apprehension of the people at the sight of a lawyer in the 
street was part and parcel of their Sicilian heritage, which 
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distrusted Law. With these pre-conceived notions, they had 
been in^lanted into a society where justice is supreme. But 
Alfieri's mind also dwells on the powerlessness of this 
machinery of Justice in the face of certain situations. The 
choric figure insists that there is a universality in the 
helplessness of Law, because it functions merely on the 
written word. 
This monologue gets punctuated by the appearance 
of Eddie Carbone, a forty year old slightly overweight 
longshoreman. The advent of the protagonist gets filtered 
out of the narrator's consciousness, becoming prominent in 
the presence of the mind that creates his image. With this, 
Alfieri's presence recedes into the darkness. External 
reality in the guise of the two pitchers also bids adieu, as 
Eddie moves away from the doorway of his flat, encountering 
the single most important object of his devotion in the 
shape of Catherine. This child was the daughter of Beatrice 
Carbone's sister. On her mother's death, the Carbones 
themselves childless, had decided to adopt her. In their 
capacity as foster parents, they brought up the girl tending 
and looking after her material comforts, giving her the love 
they considered was her due. The girl, now seventeen years 
old, was both Eddie's pride and discomfiture. Seeing her 
Carbone feels a certain embarrassed shyness and pride: 
Eddie: Where you goin' all dressed up? 
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Catherine: (running her hands over her skirt) 
I just got it. You like it? 
Eddie: Yeah, it's nice. And what happened 
to your hair? 
Catherine: You like it? I fixed it 
different.... 
Eddie: Beautiful. Turn around, Lemme see 
in the back. Oh, if your mother was 
alive to see you now!_She wouldn't 
believe it. 
Catherine: You like it, huh? 
Eddie: You look like one of them girls 
that went to college. 
Carbone himself deprived, illiterate, and 
uneducated, had secretly nurtured the hopes of providing 
Catherine with college education, which in his opinion was a 
certain passport to respectability. Though unable to fulfil 
this desire in its literal sense, Eddie could not restrain 
himself from imagining Catherine likewise. The relationship 
shared between the girl and her foster parent is candid, 
teasing, affectionate, caring and indulgent enough to allow 
her liberties. But beneath this apparent facade is a careful 
overprotective manner which makes Eddie sound a strict and 
prudish Victorian grandmother, reprimanding a child on short 
skirts, rather than a foster father belonging to the 
twentieth century: 





Catherine. I don't want to be a 
pest, but I'm tellin' you, you're 
walkin wavy. 
I'm walkin wavy? 
Now don't aggravate me, Katie, you 
are walkin' wavy! I don't like the 
looks they're given' you in the 
candy store. And with them new high 
heels on the sidewalk-clack, clack, 
clack. The heads are turnin' like 
windmills 
For Eddie, this child woman is special because 
"You ain't all the girls." But this extra care suffocates 
her into exasperation, because in addition to the two 
previous strictures she is also not permitted to wave to 
Louis from the window because: 
Eddie: Listen, I could tell you things 
about Louis which you wouldn't 
wave to him no more. 
Catherine: (trying to joke him out of his 
warning) Eddie, I wish there was 
one guy you couldn't tell me 
things about!° 
Catherine is forced to enquire "What do you want 
me to do" and "Well, I don't know what you want from me." 
Such is the situation in the Carbone household, when Eddie 
discloses to his wife Beatrice, that her two long awaited 
cousins from Italy have landed. The news of the arrival of 
5. Ibid.. p.381. 
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the cousins is greeted with joy and fear, because of their 
manner of illegal entry into the country, which the family 
was knowingly aiding and abetting. Fear of betrayal stalked 
people clear and stark. The captain, mates, and the people, 
who supplied them with the false papers were all equally 
involved in the criminal offence. Beatrice begins to worry 
about preparing the house for the visitors but Eddie 
patiently advises her to . cease bothering because of the 
circumstances of their guests arrival. Carbone's relation 
with his wife appears comfortable and easy. Knowing his 
wife's soft heart Eddie strives to protect her in his gruff, 
domineering fashion. But there is an indefinable something 
in his manner and bearing which riles people, forcing them 
either on the defensive or offensive as the case might be. 
He is over cautious, extra sweet, and rather too generous. 
His very goodness is suspect as it is a mask to control the 
emotions of people with whom he comes in contact. 
Eddie: Listen if everybody keeps his mouth 
shut, nothin' can happen. They'll 
pay for their board. 
Beatrice: Oh, I told them. 
Eddie: Then what the hell. It's an honor, 
B. I mean it. I was just thinkin' 
before, comin' home, suppose my 
father didn't come to this country, 
and I was starvin' like them over 
there... and I had people in 
America could keep me a couple of 
180 
months? The man would be honored to 
lend me a place to sleep. 
This was Eddie's original code of honour picked 
up from the neighbourhood, inherited from his ancestors in 
Italy. His philosophy was constituted of helping and 
protecting the needy and helpless. Breaking the code of 
silence became tantamount to sinning. 
The second significant announcement which results 
in a minor confrontation between the members of the family 
relates to Catherine's desire to accept a job. Eddie who was 
extremely touchy about Catherine predictably behaves like a 
predator on the prowl: 
Eddie: What's goin' on? 
Beatrice: She's got a job. 
Eddie: What job? She's gonna finish school. 
Catherine: Eddie, you won't believe it-
Eddie: No- no you gonna finish school. 
What kinda job, what do you mean? 
All of a sudden you_ 
Catherine: Listen a minute, it's wonderful. 
Eddie: It's not wonderful. You'll never 
get nowheres unless you finish 
school. You can't take no job. Why 
didn't you ask me before you take a 
job?^ 
7. Ibid.. p.383. 
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Very confident and proud of Catherine's accomplishments at 
school, Eddie's reaction is typical of an illiterate who 
attaches extreme importance to education: "What about all 
the stuff you wouldn't learn this year, though?"^ 
In a characteristically mulish dog-in-the-manger 
attitude Carbone finds fault with the company, atmosphere, 
and colleagues with whom Catherine would work: 
Eddie: I don't like that neighbourhood 
over there. 
Catherine: It's a block and a half from the 
subway, he says. 
Eddie: Near the Navy Yard plenty can 
happen in a block and half. And a 
plumbin' company! That's one step 
over the water front. They're 
practically longshoremen. 
Beatrice: Yeah, but she'll be in the office, 
Eddie. 
Eddie: I know she'll be in the office, but 
that ain't what I had in mind.^ 
Eddie had entertained high hopes for Catherine, probably 
aspiring that she would be a lawyer with an office of her 
own. Carbone wants Catherine to fulfil his own frustrated 
ambitions achieving all that he had failed to accomplish 
9. Ibid.• p.385. 
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because of the force of circumstances and lack of 
opportunity. Carbone wants Catherine's release from the 
bondage of their trapped existence. 
Eddie: ..I mean if you're gonna get outa 
here then get out; don't go 
practically in the same 
neighbourhood.^^ 
He feels sickened at the prospect of the consequences of 
Kate's daily trips to the place of work. His wife Beatrice 
consoles him with: 
Beatrice: ...Look, you gotta get used to it, 
she's no baby no more. . . I don't 
understand you; she's seventeen 
years old, you gonna keep her in 
the house all her life? 
Eddie: What kinda remark is that? 
Beatrice: Well, I don't understand when it 
ends. 
Eddie Carbone worships Catherine and his refusal is prompted 
by the insecurity that she would leave them. However, he 
conforms and accedes to her wishes: 
Eddie: And then you'll move away. 
Catherine: No, Eddie! 
Eddie: Why not? That's life. And you'll 
come visit on Sundays, then once 
a month, then Christmas and New 
Year's finally.^^ 
11. Ibid. 
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Life of a longshoreman has its own pleasures 
because one enjoys the freedom to "bust a bag of coffee" if 
the consignment is from Brazil. Similarly, bottles of wine 
are readily available during unloading. It was all in a 
day's job. From his own experiences Eddie instructs 
Catherine "to trust nobody" and the values he includes 
significantly are "the less you trust, the less you be 
sorry," which are contrary to the saner, healthier, 
attitudes which Beatrice hands down to her foster daughter. 
Carbone's emotions for Catherine were "childish 
one and a knowing fear." He lives in constant threat of 
estrangement and some of this intense, complex, and powerful 
emotion gets communicated to Beatrice who confronts him with 
hints and subtleties: 
Eddie: What are you mad at me lately? 
Beatrice: Who's mad? I'm not mad. You're the 
one is mad.^^ 
This is a highly discerning double entrende. and both husband 
and wife are aware of the undercurrent of tension. The 
conversation though straightforward, implies levels of 
meaning beneath apparently innocent phrases. Miller takes 
the opportunity of treating human consciousness at a deeper 
level,dealing with emotions at the level of complexes. Eddie 
5. Ibid.. pp.144-145. 
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is conscious of his wife's censure and dispatches Catherine 
with the figurative and literal injunction of "Don't burn 
yourself." The earlier seemingly innocent relationship 
between Carbone and Catherine assumes menacing dimensions 
with the added flavour of Beatrice's misgivings. Kate the 
young orphan is deeply attached to Eddie because she 
considers him her father. But now she too, cannot understand 
the nature of his demands on her. His strictness to 
conformity baffles and confuses her because the habitually 
sheltered and cocooned existence has suddenly collapsed, and 
the exposure makes her extremely vulnerable. Beatrice 
constantly instructs her to remember that she is grown up. 
Her manners are expected to be circumspect, respectable and 
dignified. No longer is she at liberty to be free and 
abandoned, leaving her bereft, and withdrawn, from the 
caring parental umbrella. The answer this counselling 
elicits from Catherine is a bewildered, "Gee I'm all mixed 
up. " 
This family of three join hands to protect the 
illegal immigrants. Eddie, confident of assured success, 
educates the two women to behave nomally and maintain a 
studied silence: 
Eddie: I don't care who sees them goin' in 
and out as long as you don't see 
them goin' in and out. And this 
goes for you too, B. You don't see 
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nothin' and you don't know 
nothin' 
They are instructed to be deliberately casual and careful in 
their stance in order to keep up with the normalcy of the 
situation. Fear and all similar emotions have to 
be courageously blotted out or controlled: 
Eddie: You don't understand; you still 
think you can talk about this to 
somebody just a little bit.... I 
don't care if somebody comes in the 
house and sees them sleepin' on the 
floor, it never comes out of your 
mouth who they are or what they're 
are doin' here. 
This was Carbone's canon of honour and conduct. By 
way of illustrating his words Eddie makes Beatrice repeat 
the story of Vinny Bolzano who had betrayed his own uncle. 
The family had boycotted the boy and beaten him ruthlessly 
for breaking the rule of silence: 
Beatrice: Oh, it was terrible. He had five 
brothers and the old father. And 
they grabbed him in the kitchen and 
pulled him down the stairs-three 
flights his head was bouncin' like 
a coconut. And they spit on him in 
the street, his own father and his 
brothers. The whole neighborhood 
was cryin.' 
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When asked about the boy's whereabouts Eddie's answer is: 
You'll never see him no more, a guy do a 
thing like that? How's he gonna' show his 
face? Just remember, kid, you can quicker get 
back a million dollar that was stole than a 
word that you gave away.^° 
Eddie's own words spoken in a fit of self 
righteousness return to plague him later, when in an 
emotional quandary he too commits the offence of reneging 
his promise ^ becoming a turncoat to the very cause he so 
vociferously propounds. 
Carbone instinctively disliked Rcdolpho, even 
though the family's manner towards the pair was very 
effusive and hospitable. While talking, his conversation 
clearly steered towards Marco who, though very strong and 
awe inspiring physically, is humble and modest. Marco's 
innate simplicity is evident in the happiness he derives 
from the information that he could send money to his wife. 
In return he offers whole-hearted appreciation and 
gratitude. Though uncomfortable with emotions, Eddie 
recognises a genuineness in Marco, but is inclined to judge 
the younger cousin. Rodolpho's demeanour and behaviour had 
aggravated Carbone, his unmarried status was a threat. Hence 
his irresponsible, immature queries, the extreme informality 
13. Ibid. 
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of manner, and the song he chooses to entertain them with 
curry no favour with Eddie. His first cautious criticism 
comes in the guise of warning to stop singing 'Paper Doll' 
with full throated ease: 
Eddie: Look, kid; you don't want to be 
picked up, do ya? 
Marco: No_ no! 
Eddie: Because we never had no singers 
here...and all of a sudden there's 
a singer in the house, y'know what 
I mean? 
Marco: Yes, you'll be quiet, 
Rodolpho.^ 
He takes out his anger on Catherine and Beatrice 
as he has to suppress an urge to snxib him in front of 
strangers. But Eddie is unnatural, tense and strained in his 
behaviour and views Rodolpho with concealed suspicion. His 
antipathy towards his guest gets fuelled by the knowledge 
that Catherine was finding him attractive and interesting as 
companion. Rodolpho openly compliments the girl, escorts her 
to the movies and on one such occasion, when the couple get 
delayed, Carbone begins to worry and waits: 
Beatrice: What's the matter with you? He's a 
nice kid, what do you want from 
him? 
Eddie: That's a nice kid? He gives me the 
heeby-j eebies. 
5. Ibid.. pp.144-145. 
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Beatrice: Ah, go on, you're just jealous. 
Eddie: Of him? Boy you don't think much of 
me. 
Carbone has been listening to a wide variety of 
remarks and comments regarding Rodolpho. People call him 
with various epithets, such as 'Paper Doll,' 'Canary,' 'a 
weird person,' etc., and Eddie considers it a slight to his 
dignity to have his guest mockingly refe^rred to. Eddie 
himself is being appreciated for his benevolence, 
magnanimity and large heartedness and Marco is praised for 
his ability to work. But Rodolpho was being snickered at. 
Mike: (grinning) : That blond one, though 
(Eddie looks at him) He's got a 
sense of humor. 
Eddie: (searchinqly) Yeah. He's funny. 
Mike: (starting to laugh) Well he ain't 
exackly funny, but he's always like 
makin' remarks like, y'know? He 
comes around, everybody's laughin'. 
Eddie: (uncomfortably grinning) Yeah. 
well...he's got a sense of humor. 
Carbone's torture is increased two-fold when 
people analyse and define the sense of humour. They depict 
him as a "weird being," with the sole intention of appearing 
a fool for the benefit of other people. Eddie's initial 
20. Ibid.. pp.397-398. 
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opinion of Rodolpho as a waster gets further intensified by 
the youngman's unrestrained, unbridled behaviour. No sooner 
does the couple appear than Carbone begins his catechism. 
Catherine mortally confused enquires, 
Catherine: VThy don't you talk to him Eddie? 
He blesses you, and you don't 
talk to him hardly. 
Eddie: (enveloping her with his eyes) I 
bless you and you don't talk to me. 
There was once a time when, 
Eddie: It's just I used to come home, you 
was always there. Now, I turn 
around, you're a big girl. I don't 
know how to talk to you. 
Catherine: Why? 
Eddie: I don't know, you're runnin', 
you're runnin,' Katie. I don't 
thi^ you're listening any more to 
Catherine is not the only person who is running 
due to incomprehension. Eddie himself is equally distraught, 
as his peace of mind rested on regarding Katie as the 
tiny girl who required support at every juncture. Carbone, 
too, is fleeing at the recognition that she has grown, 
because that gave rise to many more complications. Her 
childhood was simple, uncomplicated and Eddie insisted on 
retaining it, mothering her as an overprotective parent. 
29. Ibid.. pp.404-405. 
190 
Acceptance of her maturity meant estrangement- an idea which 
was painfully obsessive with him and often recurred. His 
salvation lay in the arrest of Catherine's childhood. Hence 
each time Beatrice accuses him Eddie's answer is a confused, 
"Boy you don't think much of me." 
The verbal battle with Catherine ends with her 
penetrating query: 
Catherine: What're you got against him, 
Eddie? Please, tell me? What? 
Eddie: He don't respecc you.^^ 
and Catherine's answer is: 
No, Eddie, he's got all kinds of respect for 
me. And you too! We walk across the street he 
takes my arm- he almost bows tc me! You got 
him all wrong, Eddie; I mean it, you.^'^ 
Carbone is ready with an explanation b o m of desperation: 
Eddie: Katie, he's only bcwin' to his 
passport. 
Catherine: His passport! 
Eddie: That's right. He marries you he's 
got the right to be an American 
citizen. 
Having found a solid excuse for his hatred of Rodolpho, 
Eddie elaborated on the young Italian's behaviour to lend 
23. Ibid. 
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credence to his theory. He thus emotionally blackmails her 
by forcing a choice between Rodolpho and himself. Hence his 
amazement, when Beatrice still approves of the crowing 
friendship between the young ones: 
Beatrice: Listen, you ain't gonna start 
nothin' here. 
Eddie: I ain't startin' nothin', but I 
ain't gonna stand around lookin' at 
that. For that character I didn't 
bring her up. I swear, B., I'm 
surprised at you; I sit there 
waitin' for you to wake up but 
everything is great with you. 
Beatrice's worries are different from these of 
Eddie. She is bothered about why Eddie is not sharing a 
fruitful relationship with her, and why her husband 
constantly pleads ill health. In Beatrice's mind the 
subconscious reason for Carbone's apathy towards her lies in 
his preoccupation with Catherine. Wife-like Beatrice loses 
her composure many a time, and scolds him for his 
unreasonably overprotective leanings towards the young girl. 
She struggles to convince him that Catherine had grown up, 
and was now capable of looking after herself. Personally 
Beatrice feels that Rodolpho is an ideal companion for her 
foster daughter. She realises that they had kept her captive 
far too long in the cage of love. Catherine had to be 
29. Ibid.. pp.404-405. 
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released to share experiences with companions of her own 
age. Moreover Beatrice also wishes to wean Catherine from 
Eddie's obsessive interest, for it has started to scare her. 
Bound tightly to both, she understands them and can look 
through the veneer and mask of Eddie too. However she cannot 
nag and force him from fear of violent reaction: 
Beatrice: (inwardly angered at his flowing 
emotion, which in itself alarms 
her) When are you going to leave 
her alone? 
Eddie: B., The guy is no good! 
Beatrice: (suddenly, with open friaht and 
fury) You going to leave her alone? 
Or you gonna drive me crazy? 
Frightened and angry with her husband, she tries to drill 
some sense into Catherine, who is also confused and fails to 
fathom the reason behind Eddie's aversion and hatred of 
Rodolpho. Beatrice's job is cut out, because she has to 
deliver the beginning of the final lesson which could teach 
Catherine to reorganise her thinking, make her aware, gain 
insight, and come to terms with her new found maturity: 
Beatrice: Listen, Catherine. What are you 
going to do with yourself? 
Catherine: I don't know. 
29. Ibid.. pp.404-405. 
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Beatrice: Don't tell me you don't know; 
You're not a baby any more, what 
are you going to with yourself? 
Catherine: He won't listen to me. 
Beatrice: I don't understand this. He's not 
your father, Catherine. I don't 
understand what's goin on here. 
Beatrice: Sit down, honey, I want to tell you 
something. Here, sit down. Was 
there ever any fella he liked for 
you? There wasn't, was there? 
Catherine: But he says Rodolpho's just after 
his papers. 
Beatrice: Look, he'll say anything. What does 
he care what he says? If it was a 
prince came here for you it would 
be no different. You know that, 
don't you. 
Catherine: Yeah, I guess. 
Beatrice: So what does that mean? 
Catherine: (slowly turns her head to Beatrice) 
What? 
Beatrice: It means you gotta be your own self 
more. You still think you're a 
little girl, honey. But nobody else 
can make up your mind for you any 
more, you understand? You gotta 
give him to understand that he 
can't give you orders no more. 
She is happy with Catherine and Rodolpho's friendship, 
because it could slowly wean her away from Carbone's 
28. Ibid. 
29. Ibid.. pp.404-405. 
194 
influence. However, Beatrice also realises the need for 
equal emotional contribution from each one of them, in order 
to reorganise and readjust, the normal balance of the 
family. 
Comprehending the futility of entirely blaming 
Eddie, his wife tries to make Catherine perceive that 
Carbone was not her real father, and she, as his wife, could 
be expected to be jealous of Catherine's youth and closeness 
to her husband. All this catechism appears strange to the 
girl but she manages to discern the essence of the message 
subtly conveyed. In return Beatrice herself is genuinely 
miserable at forcing the disillusion on a child she so 
lovingly nurtured and brought up. But Catherine's education 
was essential: 
Beatrice: You think I'm jealous of you, 
honey? 
Catherine: No! It's the first I thought of 
it. 
Beatrice: Well you should have thought of it 
before...but I'm not. We'll be all 
right. Just give him to understand; 
you don't have to fight, you're 
just_ You're a woman, that's all, 
and you got a nice boy, and now the 
time came when you said good- by. 
All right? 
Catherine: All right?...If I can. 
Beatrice: Honey...you gotta. 
30. Ibid., p.406. 
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Eddie's reactions to Beatrice's outbursts are not 
fury or anger but guilt with some semblance of dignity. One 
of the reasons why their marriage is going through this 
rough patch, rests with Beatrice. Catherine had also noticed 
it, grimly observing that the relationship between husband 
and wife depends upon sharing, anticipating the wishes of 
the partner and providing mental and physical comfort. This 
Beatrice did not do and Eddie had at one point complained: 
Eddie: You used to be different^ Beatrice. 
You had a whole different way. 
Beatrice: I'm no different. 
Eddie: You didn't use to jump me all the 
time about everything. The last 
year or two I come in the house, I 
don't' know what's gonna hit me. 
It's a shootin' gallery in here and 
I'm the pigeon.^ 
It is about this time that Carfcone visits Alfieri, 
which enables the playwright to have an opportunity to 
provide more information about Eddie. Its significance lies 
in the entirely detached stance of Alfieri's observation. 
Carbone appears to him a good man, working hard at the 
piers, bringing home whatever salary he earns. This is how 
"he lived"_ as though breathing was sufficient for an 
individual to live. Such an ordinary person was not expected 
to have a destiny as he had done nothing remarkable in his 
29. Ibid.. pp.404-405. 
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entire existence. As the weeks pass by Alfieri notices a 
change in this person as though some fate seemed to await 
him in the future. There was "trouble that would not go 
away." In a choric fashion Alfieri predicts the onset of 
danger as he could foresee the figure of darkness creeping 
insidiously towards a "certain door." This dark figure 
symbolised desires, jealousies, envy, designs. Alfieri 
confesses his powerlessness against these overwhelming, 
overpowerfully potent forces. These designs were fostered 
inside the human psyche. They need necessarily not be evil 
but were human and complex enough, being magnified to a size 
that completely enveloped the human personality. Others, 
like Alfieri, helplessly watched the total disintegration of 
the individual before their very eyes. The wisest comment in 
such circumstances comes from the old lady, "Pray for him". 
When Eddie Carbone reaches Alfieri's office his 
eyes "were like tunnels," "my first thought was that he had 
committed a crime" was the lawyer's observation. However the 
intensity in Eddie was on account of the strange passion 
that held him captive and which he could not fathom. He only 
felt it. His antipathy and hatred of Rodolpho takes the 
shape of vague arguments with accompanying insistence that 
Alfieri also believes in his suspicions. But though his 
arguments begin strongly they peter out in a weak, miserable 
and shallow mainner: 
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Eddie: I'm talkin' to you confidential, 
ain't I? 
Alfieri: Certainly. 
Eddie: I mean it don'r go no place but 
here. Because I don't like to say 
this about anybody. Even my wife I 
didn't exactly say this. 
Alfieri: What is it? 
Eddie: (takes a breath and glances briefly 
over each shoulder) The guy ain't 
right, Mr Alfieri. 
Alfieri: I don't get you.^^ 
Eddie is incoherent because the emotion and accusation are 
ill-defined, and he himself does not recognise their 
reality: 
I'm tellin' you sump'm, wait a minute. 
Please, Mr Alfieri. I'm tryin' to bring out 
my thoughts here. 
But Alfieri's law is very legal and specific and Eddie is 
unspecific, unintelligible about facts that incriminated 
Rodolpho. Alfieri's advise is: 
...these things have to end, Eddie, that's 
all. The child has to grow up and go away, 
and the man has to learn to forget. Because 
after all, Eddie what other way can it end? 
Let her go. That' s my advice. You did your 
job, now it's her life; wish her luck, and 
let her go. Will you do that? Because there's 
no law Eddie, make up your mind to it; The 
law is not interested in this. 
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There is no existent law to stop the growth of a 
child and halt its movement from the parent. The law of 
nature has destined it thus and the parents have to 
reconcile themselves to it. The man-made rules do not 
recognise this process but destiny, mutability and behaviour 
dictate otherwise, and the human law cannot stop the march of 
time. Eddie cannot resolve this difference and refuses to 
comprehend it; He fails to come to terms with absolute truth 
and reality, shifting the blame squarely on the shoulder of 
Rodolpho: 
Alfieri: But Eddie she's a woman now. 
Eddie: He's stealing from me! 
Alfieri: She wants to get married, Eddie. 
She can't marry you, can she? 
Eddie: (furiously) What're you talkin' 
about, marry me! (Pause) I don't 
know what the hell you're talkin' 
about! 
Alfieri: I gave you my advice, Eddie. That's 
all. (Eddie gathers himself. A 
pause). 
Eddie: Well, thanks. Thanks very much It's 
just-it's breakin' my heart, y'know 
Thus Eddie is being sucked into the ixnrelenting 
vortex of darkness. The first real confrontation between the 
29. Ibid.. pp.404-405. 
199 
Italians and Eddie occurs when he complains to Marco about 
Rodolpho and, despite his "I have respect for her" keeps 
plunging deeper into the quagmire, by mentioning the late 
hours kept by the young couple. He starts feeling guilty 
when Beatrice intervenes and Marco tamely agrees, 
indulgently warning Rodolpho not to repeat the late entries. 
Discovering the need to make his argument more forceful he 
elaborates: 
Look kid, I'm not only talkin' about her. The 
more you run around like that the more chance 
you're takin' (To Beatrice) I mean suppose he 
gets hit by a car or something. (To Marco) 
Where's his papers? who is he? Know what I 
mean?^° 
Seeking to prove that it was Rodolpho he was 
worried about, Eddie knows that slowly and steadily, he is 
antagonising everybody. Catherine who till now had been too 
bewildered to hurt him appears openly hostile and Beatrice 
supports her. Eddie's anger starts to mount on sensing their 
antipathy. He invites his guests to the bouts feeling 
weirdly elated, and follows it by his offer to teach 
Rodolpho pugilism. The mock charade scares Catherine, though 
Beatrice views it as a friendly camaraderie. But Marco 
understands it. At the moment when Rodolpho staggers on 
being hit by Eddie, Marco retaliates with an implicitly 
veiled threat. He picks up the chair, stands face to face 
5. Ibid.. pp.144-145. 
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with Eddie, a strained tension gripping his eyes, his jaws 
and neck become stiff. Marco holds the chair over Eddie's 
head as a weapon. The glare of warning exchanged between the 
two becomes a smile of triumph. Marco perceives the message 
conveyed by Eddie, and transmits a suitable reply, with an 
added warning for future reference. Eddie's grin vanishes at 
its sight. 
The last straw on the camel's back in this highly 
charged emotional drama is provided by an occurence when 
Eddie returns home drunk, and discovers that Beatrice has 
gone visiting, Catherine and Rodolpho all alone in the 
house. Infuriated, he orders Rodolpho to leave the house at 
once, and hears in shocked disbelief Catherine's intention 
to leave with Rodolpho. Driven by the dark forces of his 
psyche Eddie not only manhandles Catherine but challenges 
Rodolpho also. He concludes the insult by kissing hia with 
the intention of sealing his fate as a punk. Laughing 
mockingly at this proof of his conjecture, he and Rodolpho 
face each other like brutes who have not fought their battle 
to decision. It had been Eddie's desire to downgrade 
Rodolpho, in Catherine's estimate to prove that, "he ain't 
right" because he "didn't give the right kind of fight." 
About this time Carbone visits Alfieri a second 
time. Again the lawyer catches the glimpses of nocturnal 
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forces in his eyes which were like virtual tunnels. Yet once 
more, Alfieri pleads inability and loss of strength to 
restrain Eddie. He reasons against calling the police 
because nothing was actually happening. The battleground in 
this instance is the mind and soul of Eddie. What is 
witnessed outside is its external manifestation. 
Emotionally all the characters are growing in dimensions. 
The lawyer repeats that morally and legally Eddie has no 
right over Catherine: 
I'm not telling you now, I'm warning you- the 
law is nature. The law is only a word for 
what has a right to happen. When the law is 
wrong it's because it's unnatural, but in this 
case it is natural.. .Let her go. And bless 
her.^"^ 
But Eddie is past all care. In a fit of demented 
anger he starts to walk towards the telephone with the 
intention of doing what Vinny Bolzano had done- He too wants 
to break the canon of silence and betray his own relatives. 
Alfieri warns him: 
You won't have a friend in the world, Eddie! 
Even those who understand will turn 
against you, even the ones who feel the same 
will despise you? Put it out of your mind! 
Eddie! 
37. Ibid.. p.424. 
29. Ibid.. pp.404-405. 
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Motivated by complex emotions beyond his control, Eddie 
closes his mind against all positive advice. However, with 
the betrayal, one emotional chapter in the life of Eddie 
concludes. 
On his return home Eddie discovers that the men 
have been shifted upstairs. This further infuriates him. 
Eddie had been unconsciously withdrawing himself from his 
wife's jaded company, and subsequently doubling his 
attention on Catherine. Fresh shocks await him when it is 
disclosed that Rodolpho and Catherine intend to marry in a 
week's time, for the very same reason he had warned 
Catherine with. Feeling irremediably guilty Eddie agrees tc 
free her from his bondage by permitting her to meet other 
boys. In despair he tells her: 
and later: 
Suppose he gets picked up. 
Will you stop arguin' with me and get them 
out. You think I'm always tryin' to fool you 
or sumpin'? What's the matter with you, don't 
you believe I could think of your good? Did I 
ever ask sump'm for myself? You think I got 
no feelin's? I never told you nothin' in my 
life that wasn't for your good. Nothin'! And 
look at the way you talk to me! Like I was an 
enemy! (knock) Go up the fi^e escape, get 
them out over the back fence.^^ 
29. Ibid.. pp.404-405. 
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Eddie studiedly maintains an innocent mask when the officers 
from the Immigration enter and demand that the culprits be 
surrendered. However, both Beatrice and Catherine penetrate 
through his defences. Turning to look at him they gauge his 
terror: 
Beatrice: (weakened with fear) Oh, Jesus, 
Eddie. 
Eddie: What's the matter with you? 
Beatrice: Oh, my God, my God. 
Eddie: What're you, accusin' me? 
Beatrice: My God, what did you do?"^ ® 
Carbone's treachery and culpability lie exposed. As they 
walk by, Marco breaks free of the group and spits on Eddie's 
face in full view of the waiting crowd. Carbone is outraged 
and lunging towards him, threatens murder. Contrasted with 
this is the scene where Lipari- the butcher and his wife 
kneel before their guests. In angry frustration Eddie keeps 
on repeating: 
That's the thanks I get? Which I took the 
blankets off my bed for yiz? You gonna 
apologize to me, Marco! Marco 
Carbone's history changes from this point of time. 
No longer is Catherine his raison d'etre. He has subtly 
40. Ibid.. p.431. 
29. Ibid.. pp.404-405. 
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moved from the regions of familial emotions to public and 
private passions. Having nailed his coffin by his final 
improbity, Eddie realizes that he has lost his private and 
public respect. Carbone emerges out of this conflict a 
total loser. His misfortune lay in the fact that he waged 
battles on too many fronts, his last clash being with the 
forces of destiny. The members of the community, his 
erstwhile friends and mates shun his company. They become 
total strangers socially boycotting him. Like his peers Joe 
Keller, Willy Loman and Proctor, he too searches desperately 
for moorings. Catherine his cherished foster daughter 
becomes his bitterest critic: 
Catherine: How can you listen to him? This 
rat! 
Beatrice: Don't you call him that! 
Catherine: What're you scared of? He's a rat. 
He belongs to the sewer! 
Beatrice: Stop it! 
Catherine: He bites people when they sleep! 
He comes when nobody's lookin' and 
poisons decent people. In the 
garbage he belongs! 
Beatrice: Then we all belong in the garbage. 
You, and me too. Don't say that. 
Whatever happened we all done it, 
and don't you forget it, 
Catherine. 
29. Ibid.. pp.404-405. 
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This idea of collective responsibility has been 
employed by Miller for the first time in A View. His 
previous plays probed the mental processes with the single 
individual as its subject. Guilt motif was also restricted 
to a person rather than a group of characters. Treatment of 
group consciousness began with A Memory, but it was 
disjointed on account of the diversification inside the unit 
itself. People in A Memory were tied together by the nature 
of the work done by them. In A View Miller distributes the 
guilt and awareness among all the members of the family, as 
well as those people who have encroached upon their privacy 
and forced the guilt situation into the open. None of the 
characters in A View remain the same. Each individual 
undergoes a svibtle change growing in awareness maturing in 
outlook. Beatrice, Catherine, Rodolpho and finally Eddie 
whose cry of, 
I want my name! He didn't take iw name; he's 
only a punk. Marco's got my name.'^^ 
is a direct echo of 'I am Willy Loman' 'I am John Proctor' 
and, 
Because it is my name! Because I cannot have 
another in my life!..How may I live without 
my name? I have given you ray soul/leave me my 
name! The Crucible 
29. Ibid.. pp.404-405. 
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Carbone had also willed his soul to the murky-
forces in his mental make up. His surrender like John 
Proctor's remains incomplete because the realization of its 
extreme staggers him. The emergent denial rises like a 
tortured cry from a soul pleading to everybody to give him 
back his integrity and self-respect. Proctor had stopped 
just short of betrayal, but Eddie Carbone is an explosive 
combination of all his predecessorsHis previous licences 
and indiscretions have faded into the past. The centre stage 
becomes occupied by a demented man in despair pleading for 
redemption. All that Carbone wanted was the esteem of a 
respected name when Marco calls him "Animal." 
"Yeah Marco, Eddie Carbone, Eddie Carbone Eddie 
Carbone." The thrice repeated chant before his demise gives 
it a ritualistic touch. Eddie could never settle for half, 
never make compromises, and was thus extremely harsh on 
himself, and everyone close to him. Nothing short of death 
could redeem such an individual. He sacrificed himself at 
the altar of esteem and self identity. In the person of 
Eddie Carbone, Miller has drawn a being whose tragedy had 
parallels in the ancient Greek tales where characters were 
relentlessly pursued by Fate. They became pawns, 
instrumental in their own deaths. Eddie is a prime example 
of Miller's concept of tragedy of the common man. The human 
image comes through very powerfully in A View. It is also an 
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exquisite illustration of the individual trapped 
biologically, emotionally and psychologically, powerless at 
the altar of the shadowy forces inside himself, seeking 
release and getting it at the cost of his own life. 
CHAPTER VII 
THE PRICE 
The Price is another play in which Miller employs his 
recurrent theme of conflict in the family spilling over to 
embrace the entire human existence. Between it and A Viev 
Miller wrote The Misfits (1961), After the Fall (1965), and 
Incident at Vichy (19 65). The Misfits was scripted when 
Miller was married to the celebrated actress Marilyn Monroe, 
and even included her as the heroine of the film. After the 
Fall was written after Monroe's death. But both the plays 
have been specifically noted for their autobiographical 
parallels. Technically the three plays differed from the 
earlier ones, though thematically, here too Miller pursued 
his preoccupation with exploring human relationships. 
The Price appeared in 1967. Its minimal 
characters, tensions, conflicts and human relationships are 
strikingly reminiscent of the two early major plays. 
Thematically its links date back to The Man Who Had All the 
Luck where Miller has introduced the subject of choice, 
decision and moral obligation. The playwright's dramatic " 
family, which was born in All My Sons, accompanied by three 
more couples to serve as contrasts, gets reduced in Death cC 
a Salesman in terms of number, but intensifies from the view 
ct conflicts. In The Price it becomes further concentrated 
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with the father being an absent participant because of his 
death. However, his image acts as a catalyst surfacing from 
time to time to either mitigate the guilt of the main 
characters, or trigger a series of reactions to heighten the 
existent tension. 
The deceased Mr. Franz was a prosperous 
businessman hit hard by the Depression of 1936, that left in 
its wake considerable economic instability. His flamboyant 
and wealth-loving wife whose musical aspirations had been 
thwarted by marriage, adds to his woes by denying him 
support. Instead, she rejects him in his misery by vomiting. 
....All over his arms. His hands. Just kept 
on vomiting, like thirty-five years coming 
up. And he sat there. Stinking like a sewer. 
And a look came onto his face. I'd never seen 
a man look like that. He was sitting there, 
letting it dry on his hands. 
Later she dies. Their two sons, Victor and Walter, are left 
with the decision to support the father or leave him at the 
Welfare Home. Walter the more materialistic and worldly of 
the two, prefers to continue his science studies as he 
aspires to become a doctor. As a consequence he declares his 
intentions to the family, and walks out on them maintaining 
minimum contact. Victor the simpler, more responsible elder 
1. Arthur Miller, The Price (New York: The Viking Press, 
1968), p.108. 
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son cannot take such callousness in his stride and chooses 
to stay behind, leave his studies (though he was better as a 
student), enlists in the Force and looks after the old 
father. Very obviously Walter is more successful. Victor 
supports his small family and his father on rationed 
remittences. Before this job Victor had been flitting from 
one temporary occupation to another subsisting by literally 
relying on the leavings inside garbage cans. The experience 
had left an indelible mark on Victor's psyche, but on this 
was superimposed the image of the father sitting with his 
head bent, in his overstuffed chair, surrounded by the 
weighty cumbersome furniture that served as trophy of his 
past triumphs. 
The two brothers meet after a gap of almost 
twenty-eight years which included the death of the father, 
the divorce and nervous breakdown of Walter, and the 
impending retirement of Victor. The reason for assembling 
after this protracted period was the disposal of furniture 
stored in the attic of the house where their father spent 
his last few years. By virtue of the dilapidated condition 
of the building the authorities were pulling it down, thus 
forcing a situation between the two which had been 
postponed for sixteen years. 
Victor had obtained the services of a registered 
appraiser to estimate the value of the stored furniture. He 
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had also tried to contact Walter considering it his moral 
duty to inform him as the joint owner. Esther the wife, 
seems to be related to Miller's long list of heroines from 
Kate Keller, through Beatrice Carbone, to Holga of After the 
Fall. Walter and Victor also appear as maturer and more 
experienced versions of Biff and Happy Loman. The appraiser 
Gregory Solomon was an eighty year old Jew with an eventful 
and interesting life. He had gone through three marriages 
and very nearly closed shop when Victor approached him. 
Hence, he was very surprised that his number still existed 
in the telephone directory. Solomon by his very sage 
presence brings to mind the senior Franz. Temperamentally 
dissimilar, the agelessness, shrewd dealings, and capacity 
to convince in the Jew resemble Victor's father, whose image 
looms large over the furniture strewn attic. Though absent 
he seems to live on in the arguments prompting the brothers 
to interact. 
Guilt was Miller's preoccupation. The foregoing 
analysis of the major plays have dealt in detail with the 
reasons and compulsions of these preoccupations.^ Personal 
2. In an article printed in the Twentieth Century 
Literature. 16 (No.l. 1970), pp.16-25, C.W.E. Bigsby 
observes: As a Jew who had survived and indeed 
suffered little inconvenience he felt an ill defined 
sense of guilt. This guilt appears throughout his work 
in a siiblimated form. . .To many critics he seems to be 
consciously avoiding specifically Jewish characters
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experiences and subconscious pressures have often engaged 
the pen of creative writers. In the present play guilt 
appears under the guise of deception and lies, originating 
from Franz Senior and continuing to Walter who also commits 
the reprehensible act of deserting the family. Victor's 
father revels and wallows in destitution. His bent posture 
indicates the pleasure he derives from helplessness. Not 
wishing to exert himself he succumbs to the pressures of 
economic instability, creating for himself a romantic world 
of an abandoned forlorn, distraught old man. His bereft 
image gets reinforced by the circumstances of his wife's 
apathetic attitude which gets perpetuated in Walter. 
Consequently, as he sat in his favourite chair in the attic, 
his mind was selfishly, coolly, manipulating those members 
of his family who either did not have the courage to abandon 
him or loved him enough to care for and support him in his 
hour of need. The acquisitive, exploiting, deceitful 
attitude of the father becomes the central motif of this 
play. 
while continuing to use a Jewish idiom. . .Only with 
After the Fall his painfully autobiographical work, do 
we discover the real source of this guilt as Quentin, 
Miller's protagonist, confesses to feeling the "guilt 
of the survivor". To be a Jew and to have survived is 
to be inexplicably favoured and hence to be a hostage 
to the past.... In a sense The Price could scarcely have 
been written before After the Fall had successfully 
laid some of Miller's more persistent personal ghosts. 
Only now could he create a character such as Solomon." 
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The play is very compact, the conversation tight 
with layers of meaning through the use of innuendos. One 
marked difference from the earlier plays is the length of 
the speeches which often become as cumbersome as the 
furniture. But each character is human, whether miserable or 
bewildered, or in search of identity. Miller himself in the 
Production Note pleads for Walter: 
From entrance to exit, Walter is attempting 
to put into action what he has learned about 
himself, and sympathy will be evoked for him 
in proportion to the openness, the depth of 
need, the intimations of suffering with which 
the role is played. 
The action of the play opens in an uncongenial, 
dusty room that was soon to be demolished. The only light 
that is allowed to enter this drab and dingy place filters 
through the soot covered window and skylight. The pieces of 
furniture present are antique, and archaic, lending the 
impression of age to the atmosphere. Time seems to be 
arrested within the dark confines of the room which provides 
the arena for the gladiatorial combat between Victor and 
Walter both of whom are in search of some meaning in their 
existence. The chair dominates the set. As a contrast to 
the germanic heaviness of this melee is an ornate, chipped, 
delicate harp. These two articles symbolically stand for the 
absent parents whose presence is implied through 
representation. In addition to this, Victor also chances to 
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see his fencing foil, an instrument that brought him many a 
success in the past, but now serves the symbolic purpose of 
dramatically echoing the verbal battles between the two 
brothers. The first act primarily deals with the soul-
searchings of Victor, ably aided by Solomon and Esther. 
Esther, though not interested in the collection, notices the 
period value stating. 
Maybe it's that it always used to seem so 
pretentious to me, and kind of bourgeois. But 
it does have a certain character. I think 
some of it's in style again.^ 
Victor Franz the police officer and the 
protagonist of The Price, appears devoid of expression on 
entry. But this studied stance slowly transforms itself into 
genuine interest as he glances from piece to piece, 
impressed by the austere stillness and aura emanating from 
the room. Each article holds memories and Victor 
reminiscences, deeply immersed in the ethos of the past. 
Esther finds him enjoying himself over the Laughing Record a 
keepsake of the past. The self righteous, morally correct 
wife enquires about Walter and though Victor sounds 
apologetic on his behalf, he cannot restrain the inherent 
3. Arthur Miller, The Price, p.7. 
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hurt that stemmed from Walter's absolute lack of 
reciprocation. He sounds confident of picking a bargain on 
the furniture items but his wife knows better from past 
experiences and hence is not so sure of his abilities: 
Esther: But you're going to have to 
bargain, you know. You can't just 
take what they say... 
Victor: (with an edge of protest) I can 
bargain; don't worry, I'm not 
giving it away. 
Esther: Because they expect to bargain. 
Victor: Don't get depressed already, will 
you? We didn't even start. I intend 
to bargain, I know the score with 
these guys.^ 
Life with Victor has not been particularly easy 
for Esther, and she seems to hunger for happiness that money 
can buy. They have scrimped and scrounged for so long that 
Esther constantly suffers from the complex of the under-
privileged. This is specially so when she compares their 
lives with the Walters: 
Esther: 
Victor; 
5. Ibid.. pp.144-145. 
I don't know why you keep putting 
it like charity. There's such a 
thing as a moral debt Vic, you made 
his whole career possible. What law 
said that only he could study 
medicine? 
Esther, please let's not get back 
on that, will you? 
216 
Esther: I'm not back on anything- you were 
even the better student. That's a 
real debt, and he ought to be made 
to face it. He could never have 
finished medzcal school if you 
hadn't taken care of Pop. 
The past is a potent factor and encroaches on the 
present to such an extent that time ceases to matter. 
Esther's miseries and frustrations were on account of her 
husband's thwarted ambitions for which she squarely blames 
the other two. The prospect of his retirement and the 
limitations it would impose upon him have driven her to 
depression and alcohol though she was not a habitual 
drinker. She realizes the lack of ambition in her husband 
and nags him to continue the studies he left to pursue his 
career. For her he is still young because the concept of age 
is relative. Considering the fact that he may live another 
twenty years, Esther believes that Victor has time to 
restart despite his fifty-four years. Confused and 
bewildered by his lack of response she says: 
You want me to pretend everything is great? 
I'm bewildered and I'm going to act 
bewildered! 
Like Willy Loman before him Victor Franz has also not been 
totally honest with his wife. He does net lie, only omits to 
speak. 
5. Ibid.. pp.14-15. 
5. Ibid.. pp.144-145. 
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Esther; 




...1 don't know where in hell I am, 
Victor! I'll do anything if I know 
why, but all these years we've been 
saying, once we get the pension 
r.TQ'^-^^ going to start to live. we  re
I did everything wrong! I swear, I 
think if I demanded more it would 
have helped you more. 
That's not true. You've been a 
terrific wife-
I don't think so. But the security 
meant so much to you I tried to fit 
into that; but I was wrong. ... It' s 
that everything was always 
temporary with us. It's like we 
never were anything; we were always 
about-to-be.° 
Lack of security, temporary respites, long patches 
of time marked by instability, dissatisfaction with the job, 
paucity of money have been the Franz couple's bane and 
curse. Esther has been correct in her estimate of Victor's 
lack of drive and desire to acquire money. He has been a man 
of very little aspirations. If at all they were present, his 
early childhood experiences have thwarted them, killing 
something inside Victor. Despite all this the notion of 
retirement petrifies him. The decision is indisputable, a 
reality and truth which is unalterable, and the prospect of 
its resultant aimlessness, added to futile efforts to save a 
7. Ibid.. p.18. 
13. Ibid. 
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disintegrating marriage, is daunting. Yet the whole 
programme of the furniture sale acquires an air of 
unreality. This disbelief results from the perspective of 
time that suddenly strikes him: 
Victor: Well, like when I walked in here 
before....This whole thing- it hit 
me like some kind of craziness. 
Piling up all this stuff here like 
it was made of gold. I brought up 
every stick;.... That whole way I 
was with him it's inconceivable to 
me now. 
Esth: Well... you loved him, 
• Victor: I know, but it's all words. What 
was he? A busted businessman like 
thousands of others, and I acted 
like some kind of a mountain 
crashed. I tell you the truth, 
every now and then the whole thing 
is like a story somebody told me.^ 
Esther also insists that it was some sort of 
charade, a "masquerade" "play acting." Both Victor and 
Esther are unsure about the veracity of this act in their 
lives. The policeman, like his predecessors Willy Loman, 
John Proctor and Eddie Carbone, has been searching for 
moorings, roots, a cause for life and existence. His past 
action prompted by feelings for his father has reared its 
head questioning him about its accountability. He is plagued 
by doubts regarding the loyalty or disloyalty of this action 
5. Ibid.. pp.144-145. 
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with reference to his personal interests. In the background 
the stark contrast of his dreary life is provided by the 
worldly wise, prosperous younger brother, who was getting 
rewarded by Fate for absolutely no sacrifices. His 
conversation with Esther only bewilders the readers. Still 
Victor is in the habit of grinding his teeth during sleep, 
probably realising subconsciously that his life had been a 
failure. However, his conscious mind is not ready to accept 
it: 
Victor: I'll be frank with you, kid- I look 
at my life and the whole thing is 
incomprehensible to me. I know all 
the reasons and all the reasons and 
all the reasons, and it ends up-
nothing. 
It is with the desire to clear the web of lies, 
deceit, secrecy that Victor has returned to this room, which 
is still permeated with his father's presence and the 
penetrating sound of his mother's harp, to arrive at certain 
conclusions. He wishes to become aware of the purpose of his 
existence, and the validity of his own so called decision to 
sacrifice his entire youth. The selling, the bargain, and 
the price, are therefore not restricted to the disposal of 
furniture but become an extended metaphor for Victor's own 
life. He has to search for meanings in his life. Esther 
29. Ibid.. pp.404-405. 
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tries to help him by peering deep into the recesses of the 
misrepresentations, and hypocrisy that had made their lives 
unreal. But the comprehension had to be Victor's. It becoir.es 
noticeable that even though he is not in business both 
Esther and Victor do not trust anyone easily. They are 
sceptical and suspicious of being hoodwinked, as this is the 
lesson the past has taught them, Solomon the old Jew 
instructs them: 
Solomon: Let me give you a piece advice- it's not 
that you can't believe nothing, that's not so 
hard- it's that you still got to believe it. 
That's hard. And if you can't do that, my 
friend- you're a dead man!^^ 
His logic becomes extremely practical a while later, 
People don't live like this no more. This 
stuff is from another world. So I'm trying to 
give you a modern viewpoint. Because the 
price of used furniture is nothing but a 
viewpoint, and if you wouldn't understand the 
viewpoint is impossible to understand the 
price.^^ 
Miller had, from the time he wrote All My Sons, 
been striving for some definition to this particular 
relationship between the individual and the soulless 
consumer society that acted like an impersonal force of 
destiny compelling human beings to either compromise or be 
totally quashed by its massive propellers. He understood its 
( 
11. Ibid.. p.37. 
12. iMd., p.38. 
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power and unrelenting inexorability. America being a rapidly-
developing industrial nation, the playwright could not 
ignore its existence. But in play after play Miller has 
pitted his protagonist against these forces, in a variety of 
situations and tried to delve into the nature of this 
relationship between society and the individual. It is in 
The Price that he has finally managed to derive some 
meaning. Solomon explains that used furniture is like jaded 
human relationships, which get categorized into modern and 
old according to the mind that sees and interprets it. The 
price extracted by a particular relationship and the toll 
taken from the individual depends largely on the viewpoint, 
because the attitude of the mind defines the boundaries in a 
given situation. The manner of evaluating or recognition of 
worth rests upon the degree to which it matters to the 
person concerned. The conversation between Victor and 
Solomon further explains the situation: 
Victor: ...every time you open your mouth 
the price seems to go down. 
Solomon: My boy, the price didn't change 
since I walked in.^^ 
Gregory Solomon is one such individual for whom 
the viewpoint as well as the assessed price do not change 
very easily. He himself is its life-like representation. 
13. Ibid., p.39. 
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Being old he has already wound up the business but despite 
age, Solomon feels fit to carry on. He cannot resist the 
challenge of again estimating, thus proving his mettle 
primarily because Solomon has not kneeled before time and 
age. He still carries his boiled egg, orange and the Hershay 
bar, enjoys the regular nap and declares himself healthy 
enough to counter any attack on his capabilities. Solomon is 
a fighter who does not lose easily. Nearly ninety, straight 
backed with an air of massiveness, he has perfected the way 
of leaning on the cane without appearing weak. Gregory is 
past the age when clothes and general appearance matter. 
Hence his hat and dress are unkempt, worn out, shapeless, 
askew, wrinkled and baggy. 
Solomon enters the attic with his worn-out leather 
portfolio. Despite the tell-tale cough he appears shrewd, 
and astute, possessing the knack of impressing customers 
with the right kind of compliments. He is intelligent 
enough to attribute good sense to his opponent in business 
and appreciative of wisdom in customers. Regarding Esther, 
Solomon's opinion is: 
Solomon: I like her, she's suspicious. 
Victor: (laughing in surprise) What do you 
mean by that? 
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Solomon: Well, a girl who believes 
everything, how you gonna trust 
her! 
In a discreetly subtle way he extracts information about the 
Franz family. The estimate is completed only after careful 
examination of the furniture and judgement about its value 
taking care not to appear too enthusiastic about the deal; 
yet appreciative of certain choice pieces like the harp. He 
subtly undervalues most of them, finally declaring that 
emotions should not cloud judgement in such issues, because 
used furniture loses value. His strategy is to convince 
Victor to sell only some of the pieces. However, if cornered 
he displays readiness to buy the lot, but cheaply. Gregory 
Solomon has had a colourful life. He has been an actor, an 
acrobat, and got discharged from the British Navy reaching 
the stage in his career when he has no desire to cheat. But 
he is nobody's fool and wants to pick up a bargain. The 
basic difference between him and Victor's father lies in 
their respective attitudes to life. When Franz surrenders to 
destiny without making the least effort to reassert himself, 
Solomon is ready to start life afresh at the age of eighty 
nine: 
I 
Solomon: He must've been some sporty 
guy....And from all this he 
could go so broke? 
29. Ibid.. pp.404-405. 
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Victor: Why not? Sure. Took five weeks-
Less . 
Solomon: You don't say. And he couldn't make 
a comeback? 
Victor: Well some men don't bounce, you 
know. 
Solomon: Hm! so what did he do? 
Victor: Nothing. Jyst sat here. Listened to 
the radio. 
This was one variety of reaction. It entailed a 
total surrender without any desire to fight back signifying 
listless, helpless, abject breakdown: 
Victor: Well, my mother died around the 
same time. I guess that didn't 
help. Some men just don't bounce, 
that's all.^^ 
The second type of attitude finds exhibition in Solomon 
himself: 
Solomon: Listen I can tell you bounces. I 
went busted 1932; then 1923, they 
also knocked me out; the panic of 
1904, 1898....But to lay down like 
that 
Victor: Well, you're different. He believed 
in it. 
Solomon: What he believed? 
15. Ibid.• pp.44-45. 
16. Ibid. 
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Victor: The system, the whole thing. He 
though^ it was his fault, I 
guess. 
And Gregory sums up his own life with, 
You see, all my life I was a terrible 
fighter- you could never take nothing from 
me; I pushed, I pulled, I struggled in six 
different countries, I nearly got killed a 
couple times, and it's...It's like now I'm 
sitting here talking to you and I tell you 
it's a dream, it's a dream! 
Solomon has been introduced as a counterpoint to 
the father image in Victor's mind, because the appraiser 
symbolises a healthier, and more daring attitude which is 
the opposite of Franz Senior. This enables Victor to judge 
his father in perspective shorn of all emotional 
sentimentality that had been clouding his judgement and 
suffocating their relationship. His entire effort is devoted 
to a rediscovery of his self as a being. Victor had made a 
conscious choice but is still not sure whether it was for 
the right reasons. His presence in the attic helps him to 
re-enact the past with its implications and betrayals. In 
addition to this, Miller supplies him with a viewpoint that 
helps the contrast between the past truths and the present 
realities. The couple has to wake up from the unreality of 
17. Ibid.. p.45. 
13. Ibid.. p.47. 
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dreams to the hard, practical undeniable reality. In the 
process Victor is made to reorganise the disturbed strands 
of his temporary existence. As Solomon observes: 
My boy, you don't know the psychology! If it 
wouldn't break there is no more 
possibilities. For instance, you take this 
table....You can't move it. A man sits down 
to such a table he knows not only he's 
married, he's got to stay married there is 
no more possibilities.... 
What is the keyword today? Disposable!^^ 
Solomon's philosophy has been that of struggle and triumph, 
never caring or relenting. Victor believes in choice, 
decision and its consequences: 
I know what you're talking about. But it's 
not a dream-it's that you've got to make 
decisions before you know what's involved, 
but you're stuck with the results anyway. 
Like I was very good in science- I loved it. 
But I had to drop out to feed the old man. 
And I figured I'd go on the Force 
temporarily, just to get us through the 
Depression, and then go back to school. But 
the war came, we had the kid, and you turn 
around and you've racked up fifteen years on 
the pension. And what you started out to do 
is a million miles away. .. .But it's like you 
were saying, it's impossible to know what's 
important. We always agreed, we stay out of 
the rat race and live our own life. That was 
important 
Victor cannot desist and has to perforce step into 
the rat race. It is like the "crap" swept out of the window 
19. Ibid.. p.40. 
29. Ibid.. pp.404-405. 
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that returns through the door, because money is the all 
important requirement without which one cannot live. So if 
Esther wants money it is no mortal sin. Hence Solomon again 
enquires: 
Solomon: What're you got against money? 
Victor: Nothing. I just didn't want to lay 
down my life for it. But I think I 
laid it down another way, and I'm 
not even sure any more what I was 
trying to accomplish. I look back 
now, and all I can see is a long, 
brainless walk in the street.^^ 
This has direct bearing on the tussle between the two 
brothers in the second act. After all these years Victor 
feels that his sacrifice was wasted and he is unsure of the 
justice of his decision. Cheated out of respect also Victor 
sees the fruitlessness of the entire effort: 
Victor: ...the few times he'd come around, 
the expression on the old man's 
face- you'd think God walked in. 
The respect, you know what I mean? 
The respect! and why not? Why 
not? 
The gleam of respect in the old man's eyes could 
be attributed to the realization that the younger son had 
the courage and conviction to uphold his decision, making 
his life a success. He had rebelled and triumphed. This was 
21. Ibid., p.48. 
13. Ibid. 
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something Victor could never do because by keeping his 
father company he was reasserting the values of failure for 
which Franz stood. But Victor had always been principled, 
never filching his family, and on the day of the sale also 
he does not agree to Solomon's pursuasions about keeping the 
actual price of the transaction a secret. 
The first act is a contrast between Solomon and 
Victor. The younger Franz makes his appearance towards the 
end of the act. His brother's reaction to his entry is 
instinctive. The voice becomes high pitched, Victor suddenly 
appears boyish and flushed at not being able to restrain his 
feelings. He simultaneously experiences a near alarm at the 
treachery to himself. Though genuinely happy Victor feels 
guilty to the past. Act II is more volatile because it is a 
confrontation between the two brothers. Both aim at a better 
understanding of their own self. They also realise each 
other's indispensability. The quest is overshadowed by the 
image of the father who had emotionally blackmailed the 
elder son and grudgingly respected the younger son. The 
action is continuous as Victor becomes identified with the 
father, having started to resemble him: 
Walter: I suppose you know- you've gotten 
to look a great deal like Dad. 
f 
Victor: I do? 
Walter: it's very striking. And your voice 
is very much like his. 
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Victor: I know. It has that sound to me, 
sometimes.^ 
Victor Franz in this respect can be seen as an 
extension of the father, but his attitude to life differs, 
and he is in a quandary to discover this basic difference. 
He thus wishes to be aware of the right reasons for his 
choice. After a separation of twenty-eight years, the desire 
to converse is compulsive. The information about Walter's 
divorce from Dorothy, his nervous breakdown is disclosed. 
But the breakdown of one marriage is announced when the 
continuity of the other is reinforced by Esther's entry with 
Victor's suit. 
Esther Franz is stand-offish, critical and a 
slightly petulant kind. Life's adversities have taken their 
toll on this lady and she is more sensitive to Victor's hurt 
than he himself is. She had failed to comprehend the 
complexities of life. The transaction in the attic did not 
meet with her approval: 
There's just something so damned rotten about 
it. I can't help it; it always was. The whole 
thing is infuriating.^"* 
Probably the ethics of the sale deterred her. 
Though not interested in anything Esther was aware of the 
23. Ibid.. p.58. 
5. Ibid.. pp.144-145. 
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value and antiquity of the stored articles. She had always 
been miserable because of shortage of money, as it did not 
allow her family to do what they were happy to do. Further 
cause of unhappiness lay in her aimlessness. Being at a 
loose end, with her son fruitfully involved in higher 
studies, Esther does not have any preoccupation. It leads 
her to the occasional drink and prompts the nagging attitude 
she so often adopted when the couple were together: 
Victor: You're an intelligent, capable 
woman, and you can't lay around all 
day. Even something part-time, it 
would give you a place to go. 
Esther: I don't need a place to go. I'm not 
quite used to Richard not being 
there, that's all. 
Victor: He's gone, kid. He's a grown man; 
you've got to do something with 
yourself. 
Esther: I can't go to the same place day 
after day. I never could and i 
never will.^^ 
This was yet another situation in which the child 
had left the parents. However, though the estrangement was 
equally painful for the parents, this son had not abandoned 
them but left with their consent. Consequently the couple 
does not have any bitterness but only pride in the boy's 
achievements. Richard's departure is in sharp contrast to 
5. Ibid.. pp.144-145. 
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his uncle's, whose presence in the attic that day was as 
much of a surprise to his relatives as to himself. Walter's 
behaviour and conversation prompt Esther to revise her 
opinion declaring "he's human, he laughs." Victor who had 
still not woken out of the stupor of amazement agrees with 
most of what his wife says. But the bitterness of the past 
twenty odd years cannot be erased so easily. Though Victor 
notices certain positive changes also he still desires to 
measure Walter against the gauge that existed in his mind: 
Victor: Esther, I've been calling him all 
week; doesn't even bother to come 
to the phone, walks in here and 
smiles and I'm supposed to fall 
into his arms? I can't behave as 
though nothing ever happened and 
you're not going to either! Now 
just take it easy, we're not dying 
of hunger. 
Esther: I don't understand what you think 
you're upholding. 
Victor: Where have you been?!! 
Esther: But he's doing exactly what you 
thought he should do! What do you 
want? 
Victor: Certain things have happened, 
haven't they? I can't turn around 
this fast, kid. He's only been here 
ten minutes, I've got twenty-eight 
years to shake off my back.^° 
and like Linda cajoling Willy, Esther explains: 
He's obviously making a gesture, why can't 
you open yourself a little? My mother was 
26. Ibid.• p.70. 
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right- I can never believe anything I see. 
But I'm going to. That's all I'm going to 
do. 
Walter Franz is a disciple of the success cult. He 
paid obeisance at its altar for a lifetime, only realizing 
that success does not encourage happiness, and is envious of 
anything that becomes ascendant. Walter with his Rolls 
Royce, nursing homes, and residences, realizes too late the 
penalty he had to pay. His married life lay in shambles 
primarily because he could not give time to Dorothy, and 
instead suspected her of having male friends. His daughter 
too is not very close to him. Before long Walter collapses, 
suffering from a nervous breakdown which incapacitates him 
for several months. It is during this illness that he gets 
the opportunity to reassess his life and fix his priorities, 
realizing that his success fanaticism had converted him into 
a money making machine. With his father dead, and his 
emotional life in turmoil he compares himself to his lesser 
endowed brother discovering with envy that Victor is still 
happy. Walter comes back on the day of the sale to wipe his 
slate clean of all the notions and accusations piled up 
against him since his father's lifetime. He wishes to regain 
respect, and companionship. Walter revisits the attic for a 
29. Ibid.. pp.404-405. 
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catharsis, a purge to exorcise the ghost of the past and 
find new answers to issues confounding his mind. 
With money in surplus Walter is not interested in 
that aspect of the sale. However, he does interfere when 
Solomon proposes a low estimate. As the Jew refused to raise 
the price Walter suggests that the entire collection be 
donated and a tax rebate of twelve thousand dollars taken in 
return. This money if split between the two brothers vould 
definitely be more than the pittance agreed to earlier. 
Victor is unwilling to accept it, despite assurances about 
its legality. He feels a commitment to the old appraiser who 
had been on the verge of making total payment before 
Walter's entry. In his typically cautious manner Victor 
struggles over the decision as there are too many doubts in 
his mind. Further he does not want to be beholden to the 
brother who had clearly forsaken them earlier in their hour 
of need. Victor understood the gesture as Walter's first 
attempt at wiping the guilt of the past. He had lived so 
long with his bitterness that it was difficult for him to 
resolve their differences. Nature, temperament and training 
prompt him to question his brother's motives: 
Victor: Strange guy! 
Esther: Why? 
Victor: Well, to walk in that way- as 
though nothing ever happened. 
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Esther: Why not? What can be done about it. 
Victor: I feel I have to say something. 
Victor: I'm not going to take the money 
unless I talk to him. 
Esther: You can't bear the thought that 
he's decent. That's all it is, dear, 
I'm sorry, I have to say it. 
Victor: (without raising his voice) I can't_ 
bear that he's decent 
Despite inertia Victor feels a compulsion to 
settle old scores, and Walter understanding the need to 
square matters makes a second offer to assuage his sense of 
guilt. He now agrees to give the sum total of the tax rebate 
amounting to twelve thousand dollars to his elder brother 
whose initial impression that Walter's efforts were totally 
focused on buying his guilty past becomes reinforced. Victor 
smells bribe and being an honest officer retains 
reservations. Walter astutely comprehends that propositions 
of money were not sufficient to allay his sibling's 
suspicions. He now employs emotions demanding sympathy and 
understanding. Opening old wounds, he convinces his brother 
that his gesture was not motivated by selfish ends: 
Walter: It all happens so gradually. You 
start out wanting to be the best, 
and there's no question that you do 
5. Ibid.. pp.144-145. 
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need a certain fanaticism; there's 
so much to know and so little time. 
Until you've eliminated everything 
extraneous-including people. And of 
course the time comes when you 
realize that you haven't merely 
been specializing in something-
something has been specializing in 
you. You become a kind of 
instrument, an instrument that cuts 
money out of people, or fame out of 
the world. And it finally makes you 
stupid. Power can do that. You get 
to think that because you can 
frighten people they love you. Even 
that you love them- And the whole 
thing comes down to fear!^^ 
For once Walter has bared his soul and confessed 
with compunction. But he is simultaneously asking Victor for 
understanding. He gives his brother credit for achieving 
something he was unable to, on account of the fact that he 
too like his father had made a surrender. In his case it 
was not failure, but the citadel of success which extracted 
its own. brand of payment by isolating him from all 
relationships, leaving him lonely, forlorn, miserable and 
too shaken to enjoy its fruits. Having arrived at these 
vital and painful discoveries Walter assumes his brother to 
be happier: 
Walter: You see, it never dawned on me 
until I got sick- that you'd made a 
choice. 
Victor: A choice, how? 
34. Ibid.• p.409. 
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Walter: You wanted a real life. And that's 
an expensive thing,- it costs. 
Walter had struggled for a "concept of himself." 
He had foolishly taken up dangerous challenges just to prove 
his judgement correct, thus pulling off the impossible. In 
this maze he had been able to have a glimpse of some of the 
insecurities faced by his father, who had been totally 
blighted by the Economic System of the day. Comparing their 
lives he finds his brother a winner. Again sensing Victor's 
desire to retain his identity and not be swayed by 
pursuasive arguments he makes a third offer. Knowing 
Victor's weakness for science and education he encourages 
him into a job as scientific officer. The affair could be 
easily settled because Walter himself was chairman of the 
committee. Victor's answer is an enigmatic, "I'm not sure I 
know what you want Walter." 
At Esther's shocked disbelief he explains, 
Victor: Why is it unfair? We're talking 
about some pretty big steps here. 
Not that I don't appreciate it, 
Walter, but certain things have 
happened, haven't they? It just 
seems odd to suddenly be talking 
about_ 
Walter: I'd hoped we could take one step at 
a time, that's all. It's very 
30 . Ibid., p.83. 
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complicated between us, I think, 
and it seemed to me we might just 
try to2?-
t Though both Esther and Walter cannot viev/ the 
justice of the situation, the fact remains that Victor does 
not stand a chance as a scientific officer. In all fairness 
to him, he realizes it and refuses it. Victor had from the 
very beginning been representing certain principles. He has 
adhered to them despite occasional bouts of scepticism and 
insecurities: 
Walter: Why do you keep asking what it's 
about? I have been perfectly open 
with you, Victor! 
Victor: I don't think you have.^^ 
Victor's commitment lay with "There used to be a 
man in that chair scaring into space. Don't you remember 





Why did anybody have to? He wasn't 
sick. He was perfectly fit to work. 
Work? In 1936? With no skill, no 
money? 
Then he could have gone on welfare! 
Who was he, some exiled royalty? 
What did a hundred and fifty 
million other people do in 1936. 
He'd have survived Victor. Good 
God, you must know that by now.^^ 
31. Ibid., p.88 
32. Ibid., p.89 
34. Ibid.• p.409. 
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Walter had seen through his father's mask and 
concluded that his elder brother was being exploited by him. 
Whether Victor realized and agreed with this viewpoint was 
entirely his own outlook. His first step in awareness comes 
when he declares, 
Victor: Let's get one thing straight, 
Walter-I am nobody's victim. 
Walter: But that's exactly what I've tried 
to tell you. I'm not trying to 
condescend. 
Victor: Of course, you are. Would you be 
saying any of this if I'd made a 
pile of money somewhere? I'm sorry, 
Walter, I can't take that. I made 
no choice; the icebox was empty and 
the man was sitting there with his 
mouth open....Just because you want 
things a certain way doesn't make 
them that way.^ 
Walter next provides more proof of the father's duplicity. 
He informs them that Franz had refused his repentant offer 
of five hundred dollars: 
....when I called here he told me you'd 
joined the Force. And I said he mustn't 
permit you to do a thing like that. I said-
you had a fine mind and with a little luck 
you could amount to something in science. 
That it was a terrible waste. Etcetra. And 
his answer was "Victor wants to help me. I 
can't stop him'J ^^ 
34. Ibid.. p.92. 
35. Ibid.. p.95. 
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He explains his position in an anguished tone: 
. . .You all seemed to need each other more, 
Vic- more than I needed them. I was never 
able to feel your kind of... faith in him; 
that... confidence. His selfishness- which was 
perfectly normal was always obvious to me, 
but you never seemed to notice it. To the 
point where I used to blame myself for lack 
of feeling.^® 
Even though his nebulous fears are crystallizing into facts 
Victor can still not shed his cherished convictions. He 
defends his father with, 
Victor: You didn't give me the money because 
you didn't want to. 
Walter: It's that simple. 
Victor: That's what it comes to. doesn't 
it? Not that you had any 
obligation, but if you want to help 
somebody, you do it, if you don't 
you don't. Well, why is that so 
astonishing? We do what we want to 
do.^^ 
This is one of the lessens he learns from practical 
experience. His second awareness is. 
You can't walk in with one splash and wash 
out twenty-eight years. There's a price 
people pay. I've paid it, it's all gone, I 
haven't got it any more. Just like you paid, 
didn't you? You've got no wife, you've lost 
your family. You're rattling around all over 
the place?^® 
36. Ibid.• p.96 
37. Ibid, p.97. 
34. Ibid.• p.409. 
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and, 
We don't need to be saved, Walter! I've done 
a job that has to be done and I think I've 
done it straight. You talk about being out of 
the rat race, in my opinion, you're in it as 
deep as you ever were. Maybe mors. ^ 
The knowledge of his father's betrayal comes as no surprise 
to him because he acknowledges "I don't know what I knew." 
But with Esther calling his father a cold, calculating, 
cheap manipulator, and his brother branding him with selfish 
exploitation, Victor has to find a way out of the maze of 
recriminations. He has to face a final showdown with his 
conscience when he remembers the 'meaningless' empty laugh 
of his father. This laugh is as inane as the laughter with 
which the play begins. Victor had either to accept it at 
face value or probe deeper so as to restore the remnants of 
his own and his father's dignity by this last saving grace.-
Victor: One day you're head of the house, 
at the head of the table y and 
suddenly you're shit. Overnight. 
And I tried to figure out that 
laugh- How could he be holding out 
on me when he loved me? 
Esther: Loved... 
Victor: He loved me, Esther! He just didn't 
want to end up on the grass. It's 
not that you don't love somebody, 
it's that you've got to survive. 
39. Ibid. 
29. Ibid.. pp.404-405. 
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In frustration Walter lashes at Victor: 
Walter: And you? You never had any hatred 
for me? Never a wish to see me 
destroyed? To destroy me, to 
destroy me with this saintly self-
sacrifice, this mockery of 
sacrifice? What will you give me, 
Victor? 
Victor: I don't have it to give to you. Not 
any more. And you don't have it to 
give me. And there's nothing to 
give- I see that now. I just didn't 
want him to end up on the grass. 
And he didn't. That's all it was, 
and I don't need anything more. I 
couldn't work with you, Walter. I 
can't. I don't trust you. 
Walter: Vengeance. Down to the end. He is 
sacrificing his life to vengeance. 
Esther: Nothing was sacrificed. 
In The Price Miller expounds two points of view 
both cf which emanate from the person of Franz Senior. One 
of the attitudes is presented by the police officer who 
personifies the meek, abject side of his father's 
personality. Walter on the other hand stands for his 
enterprising, shrewd, successful aspect. The dramatist 
employs Solomon to represent a third angle against which the 
other two are compared. Solomon's discourse about 
29. Ibid.. pp.404-405. 
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'viewpoint' and expendibility, enables Victor to gauge the 
extent of his sacrifice, and to measure his gain and loss 
employing it as a reference point. Earlier his efforts met 
with failure because he had not been able to extricate 
himself from its emotional undercurrents. Victor's 
comprehension now centres around the knowledge that he was 
always free to leave his father. It was not merely choice 
and decision that held him but a deeper need, a bond that 
refused to break despite the suspicion of his father's 
duplicity. Walter's perception begins from the very moment 
he decides to surrender to an involuntary impulse and visit 
the attic. Figuratively, he is the wayward child returning 
to the fold, neutralizing his act of betrayal by coming back 
to the father substitute whom he sees in Victor. His desire 
to atone gets subtly shelved by his sibling. But Walter 
departs from the attic with the assumption that having tried 
to do his best for his once abandoned family, he need not 
carry guilt like the albatross around his neck. 
The awareness in Victor extends to embrace Esther 
and though the situation between the two brothers reaches a 
stalemate with the conflict unresolved, Walter manages his 
purge with the declaration that he would no longer be 
ashamed, and Victor reasserts his values with the acceptance 
of the total sum of money from the appraiser. The play 
terminates significantly on the one individual who is 
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without tensions, for whom life has been uncomplicated and 
who looks forward like Bert to a better future. Thus the 
recurrent motifs of guilt, burden on conscience, need for 
atonement and above all materialistic strands interwoven 
into human relationships are handled in the present play-
also with deft artistry. The resultant human image 




Creative artists have quite often depended upon personal 
experiences, autobiographical details and topical allusions 
to lend substance to their creative ventures. Miller is not 
an isolated example of a playwright seeking to embellish his 
plays with contemporairy references. The popularity of a play 
depends upon its correspondence to situations easily 
identifiable by the audience. Thus Death of a Salesman and 
The Crucible could capitalize on audience perceptions that 
had been clearly prepared to certain incidents and 
situations. Miller's plays are rooted in the ethos cf 
contemporary America. Seeking to sculpt the image of an 
individual and continue its development through the corpus 
of his plays, Miller in each creative exercise placed his 
protagonist within a predicament that prompted him to act, 
or respond in a variety of ways. Miller records thesa 
reactions vis-a-vis the currents surrounding him in his 
plays. In this regard he has remarked as follows: 
I began writing plays in the midst of whac 
Allan Seager... calls one of the two genuinely 
national catastrophes in American history-
the Great Depression of the thirties. The 
other was the Civil War. The depression was 
my book.Years later I could put together whar 
in those days were only feelings, sensations, 
impressions....The hidden laws of fate lurked 
not only in the characters of the people bu" 
equally if not more imperiously in the world 
beyond the family parlor....So that by force 
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of circumstance I came early and unawares to 
be fascinated by sheer process itself. How 
things connected. How the native personality 
of a man was changed by his world.^ 
Distilled from his own experiences, the recurrent 
motifs in Miller's drama revolve around the Civil War, the 
depression and its aftermath. The great crash brought to him 
the realization of an operant inner world of capitalism with 
its secret laws and systems hidden behind the innocent 
facade of the outer world, but scheming against the 
individual as the unrelenting operation of fate and destiny. 
All My Sons deals with the psychology of people directly or 
indirectly involved in the War. A Joe Keller who supplies 
armaments and equipments during the war becomes the central 
character: 
Keller: Those cylinder heads went into the 
P-40S only. What's the matter with 
you? You know Larry never flew a P-
40. 
Chris: So who flew those P-40s, pigs? 
Keller: ...Listen you gotta appreciate what 
was doin' in that shop in the war. 
The both of you! It was a mad 
house. Every half an hour the Major 
callin' for cylinder heads, they 
were whippin' us with the 
telephone. The trucks were hauling 
them away hot, damn near.^ 
1. Arthur Miller, "The Shadows of the Gods," The Theatre 
Essays, pp.176-178. 
2. Arthur Miller, Collected Plavs, p.82. 
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And a Chris Keller participates in the action, 
Chris: You remeimber, overseas, I was in 
command of a company? 
Ann: Yeah, sure. 
Chris: Well, I lost them. 
Ann: How many? 
Chris: Just about all.^ 
Death of a Salesman struck the timeless chord of 
Post World War II American preoccupation with success, 
money, home and family. The playwright's own experiences in 
his father's garment factory and the warehouse ser^ /ed to 
inspire plays like A Memory. Death of a Salesman and The 
Fries. The cult of success and the toll it claims from the 
ordinary salesman with unfulfilled aspirations could not 
have better representation than in Death of a Salesman. 
Willy Loman ceases to remain an ordinary, insignificant 
entity but tries to transcend the barriers of ordinariness 
to become the prototype of the archetypal man shackled in 
problems of destiny. Living in an advertisement-dominated 
society where there is a "race to the junkyard" and where 
consumer goods disintegrate before their instalments are 
paid, Willy Loman despairs for recognition and foothold: 
Linda: Willy, dear. Talk to them again. 
There's no reason why you can't 
work in New York. 












They don't need me in New York. I'm 
the New England man. I'm vital in 
New England. 
But you're sixty years old. They 
can't expect you to keep traveling 
every week. 
I'll have to send a wire to 
Portland. I'm supposed to see Brown 
and Morrison tomorrow at ten 
o'clock to show the line. 
Goddammit, I could sell them.'^  
Where'd you go this time. Dad? 
Well, I got on the road, and I went 
north to Providence. Met the Mayor. 
The Mayor of Providence! 
He was sitting in the hotel lobby. 
What'd he say? 
He said "Morning!" and I said "You 
got a fine city here, Ma^^or" and 
then he had coffee with me.^ 
and his hurt self.respect reduces his confidence in himself: 
Howard: I don't want you to represent us. 
I've been meaning to tell you for a 
long time now. 
Willy: Howard, are you firing me? 
Howard: I think you need a good long rest, 
Willy. 
4. Ibid.. pp.132-133. 
5. Ibid.. pp.144-145. 
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Willy: But I gotta earn money, Howard. 
I'm in no position to_ 
Howard: Where are your sons? Why don't your 
sons give you a hand? 
Willy: I can't throw myself on my sons. 
I'm not a cripple!® 
The Crucible employs the currently contemporary 
issue of the McCarthy fever and the Salem Trials of 
Massachusetts. Within this atmosphere of unrest Miller 
places his protagonist and the problem of his moral dilemma. 
The entire issue emerges out of a mysterious strife-torn 
society where a vast majority of misguided people are 
screaming withcraft; 
Mrs.Putnam: Tituba knows how to speak to the 
dead, Mr.Parris. 
Parris: Goody Ann, it is a formidable sin 
to conjure up the dead! 
Mrs.Putnam: I take it on my soul, but who else 
may surely tell us what person 
murdered my babies! 
Parris: Woman! 
Mrs.Putnam: They were murdered Mr Parris! 
And mark this proof! Mark it! Last 
night my Ruth were ever so close to 
their little spirits; I know it, 
sir. For how else is she struck 
dumb now except some power of 
darkness would stop her mouth? It 
is a marvelous sign Mr. Parris! 
29. Ibid.. pp.404-405. 
249 
Putnam: Don't you understand it sir? There 
is a murdering witch among us. 
bound to keep herself in the dark. 
Similarly the soulless, commercialized world of A 
Memory unites the spirit of the business world of the two 
earliest major plays. The ethos of the world inhabited by 
Joe Kellers, or Willy Lomans or John Proctors constitutes 
the outer space, providing the substance, or subsoil in 
which the protagonist is made to live and function. It 
serves the purpose of an extended metaphor allowing freedom 
of movement to the characters, as well as effective contrast 
to highlight the rise and fall in the tempo of their 
existence. Eddie Carbone's primary limitation is his career 
as longshoreman which inhibits his total personality. This 
outer drama is essential as it provides the conceptual 
framework within which the characters function. 
However, Miller's preoccupation does not limit 
itself within the shackles of this external reality. As with 
other dramatists from Aeschylus through Shakespeare to 
Ibsen, the playwright seeks to explore an inner dimension 
dealing with the tragic pattern of existence. Man aind his 
plight have remained essentially the same. The struggles 
which the characters have been made to face also remain 
29. Ibid.. pp.404-405. 
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unchanged. Only the labels of connotations differ. Nemesis, 
/ 
Ate, Hamartia, Furies are jargons employed to depict the 
crisis in the lives of people. The inner drama deals with 
conflicts inside and outside the psyche of the being. It 
thus becomes a correlative of the trauma that besets the 
characters, surfacing as guilt, such as shipping faulty 
cylinders to the war-front, and shows itself in the hurt 
experienced by Joe Keller when his beloved son rejects him: 
Keller: If you can't get used to it, then 
throw it away. You hear me? Take 
every cent and give it to charity, 
throw it in the sewer. Does that 
settle it? In the sewer that's all. 
You think I'm kidding? I'm tellin' 
you what to do, if it's dirty then 
burn it. It's your money , that's 
not my money. I'm a dead man. I'm 
an old dead man, nothing's mine. 
Well, talk to me! What do you want 
to do! 
Chris: It's not what I want to do. It's 
what you want to do. 
Keller: What should I want to do? Jail? You 
want me to go to jail? If you want 
to me to go, say so! Is that where 
I belong? Then tell me so!° 
Willy Loman too had a personal problem. He had the 
"wrong kind of dreams" and Biff realises in the Requiem, "He 
never knew who he was." His awesome illusions capsize around 
him and Linda has to plead to her sons: 
29. Ibid.. pp.404-405. 
251 
be sv/eet to him tonight, dear! Be loving to 
him. Because he's only a little boat looking 
for a harbor. 
His ideals which were a projection of his own subconscious 
mind so penetrate his conscious self that Willy loses 
perception, and cognizance is forthcoming only when he 
manages to untangle the web he himself has spun. This 
disentangling of threads brings awareness. 
Victor Franz in The Price has to comprehend that 
everything in the world including human beings is expendable 
and a price has to be paid at every juncture. Relationships 
could be compared to used furniture about which there need 
not be any emotions; and 'disposable' is the currently 
fashionable word. John Proctor and Eddie Carbone have to 
scream from rooftops that they have names and identities and 
are willing to sacrifice their lives for them. 
Nearly all of Miller's protagonists, like 
Shakespeare's Lear or Hardy's Michael Henchard, have the 
ability to extend their inner crisis to a cosmic level; 
mainly because the Hamartia or tragic flaw within them finds 
correspondent reciprocation in the colossal forces outside. 
This extension enhances the tragic effect and exalts the 
characters who, despite their lowly status and limited 
9- Ibid.• 0.176. 
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abilities, get elevated to mythical, archetypal proportions, 
transcending the barriers of their limitations. Granted that 
the tragedy of Lear and Oedipus was on the macrocosmic 
universal scale, and the entire world suffered when Lear 
collapsed, or mourned the tragic waste of Macbeth's death, 
but Miller's characters and their tragedies were no less 
multidimensional. The microcosmic struggle of a single 
individual, his suffering in its entirety has an impact that 
reverberates through the cosmic world also. Despite the 
death of Willy Loman, Eddie Carbone and their counterparts, 
the audience reaches for some inner fulfilment by elevating 
their mental images to heroic proportions. 
Miller's deliberate ploy for imparting a rounded, 
fully developed status to his protagonist is the exploration 
of the psyche. The struggle witnessed inside the personality 
of his characters literally converts it into a battleground, 
enabling Miller to place his common-man hero alongside an 
Oedipus or Santiago. Eddie Carbone's detnand is not isolated: 
Eddie: Wipin' the neighborhood with my 
name like a dirty rag! I want my 
name Marco. Now gimme ray name and 
we go to the wedding together. 
Beatrice and Catherine: Sddie! Eddie, don't! 
Eddie? 
Eddie: No, Marco knows what's right from 
wrong. Tell the people, Macco, 
tell them what a liar you are!^^ 
5. Ibid.. pp.144-145. 
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Carbone, relentlessly pursued by forces of destiny 
which originate in his inner self, suffers because he cannot 
accept half measures. Though Miller has, from time to time, 
proposed compromise to his characters, very few accept the 
choice preferring to suffer in the hell of their own 
creation. The malaise was not typical to Eddie. Keller, 
Loman and Proctor had suffered in equal proportions on 
account of nearly the same crisis. 
Miller localises his plays to single individuals 
and their immediate family. Duly impressed by his own family 
the playwright struggled for sometime to evolve a dramatic 
family limited to parents and sons. The ties and bends 
between the members is very strong and the potential for 
intensity within the circle was also felt to be immense.Life 
within the confines of the family became the arena for 
individual activity. With the background of a guilt complex 
carried over from his past the chief character was allowed 
interaction with the other members of the family. Loyalties, 
love, improbity, suspicions, scepticism, outright 
condemnation were some of the emotions with which they 
experimented. Joe Keller's entire life is a doubtful gaicble 
in which he was relying on the susceptibility of his wife 
and his son's admiration, to pull off a coup de maitre about 
the biggest blunder of his career. Chris Keller is at 
loggerheads with his father, refusing forgiveness on account 
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of his idealistic leanings, and thus denying Joe the right to 
be human. He relents towards the end with the realization 
that culpability was a very minor part of his father's 
mental make-up. 
Similarly Willy Loman's indescrdtions which get 
unwittingly revealed to Biff, painstakingly follow him 
throughout his career. Willy's life is totally an illuson 
created by him for the benefit of the family. It breaks when 
Biff unnerves him both emotionally and psychologically with, 
"Pop you're a dime a dozen." Elizabeth Proctor's injunction 
that "the judge is inside you John," and Catherine's scream 
that Eddie "is a rat"... "he belongs in the sewer," or 
Walter Franz's recognition of the selfishness in his father 
and his subsequent warning to brother Victor, "He's 
exploited you," are some of the reactions elicited from 
members of the family close to the protagonist. The tragedy 
of the hero thus gets intensified when the understanding 
which he automatically takes for granted is denied and the 
sons and daughters become the bitterest of critics. 
Miller's heroes are representatives of tensions, 
concentrated in the single individual spreading to the 
family, thereby viewed in the context of the universe. The 
thematic movement of his plays consists in divergence from 
one focal point. Tension emanates from the person, becoming 
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a metaphor for the entire humanity. The individual's 
struggle becomes an objective correlative for the turmoil 
affecting the world. This is in contrast to the thought 
movement in Shakespeare and Aeschylus where there is a 
convergence of tension in the hero. The main character by 
virtue of the extra footage endowed to him in the guise of 
noble blood, kingship or position as a general in the army, 
becomes the cynosure of all eyes. The actions pertaining to 
such protagonists are viewed from the point of view of the 
universe. Denmark becomes an unweeded garden in Hamlet, the 
stallions start to eat their own kind in Macbeth, and the 
catastrophe of Oedipus is visited upon his land. Their fall 
from Grace is accompanied by waste in their own beings as 
well as waste around them, releasing dynamic energy into the 
universe. Miller's common-man heroes symbolise struggle on a 
miniscule scale. By providing them with added cognisance he 
enables them to surmount the limitations of their family, 
and the contemporary world, bringing their tragedy at par 
with those of their illustrious predecessors. The family in 
Miller thus becomes a motif to depict greater truths and 
awareness. This brings a total regeneration inside the human 
being. Constituting a recognition of his self-respect, 
being, and identity, it elevates man from his status of Lo-
man, as some critics christen Willy. 
The choice of limited canvas and smaller number of 
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characters has helped Miller to make a greater impact 
through the medium of his plays. His entire dramaturgy is 
focussed on the development of a single individual within 
the purview of the family. Miller's main intention in his 
plays is to probe deep into the anima of the individual and 
determine the forces that prompt him to act in a particular 
way. He gives his characters the freedom of choice and 
decision. But the choice functions in an extremely 
deterministic patterm of decision, consequence and its 
resultant suffering. The option preferred by the main 
character functions as nemesis pursuing the human being 
relentlessly, never allowing him the liberty to escape its 
consequences. In The Price the two brothers argue out this 
issue: 
Walter: You see, it never dawned on me 
until I got sick- that you'd made a 
choice. 
Victor: A choice, how? 
Walter: You wanted a real life. And that's 
an expensive thing; it costs.^ 
to be answered later by Victor, 
I'm sorry, Walter, I can't take that. I made 
no choice; the icebox was empty and the man 
was sitting there with his mouth open...Just 
because you want things a certain way, 
doesn't make them that way.^^ 
11. Arthur Miller, The Price, p.83 
5. Ibid.. pp.144-145. 
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Though Victor had exerted his right to select but the option 
was preordained as, unlike Walter, Victor could not have 
abandoned his old father despite suspicions of duplicity. 
Similarly, in A View from the Bridge. Eddie's 
decision to report the illegal immigrants to the authorities 
was determined right from the moment of their entry into the 
house, before which Eddie had made Beatrice repeat the story 
of Vinny Bolzano who 'snitched' on his own uncle and was 
consequently punished with exile from the community. 
Carbone's distaste for Rodolpho, whom his friends call 
'Paper Doll', 'patsy' 'Blondie', is evident in every gesture 
and reaction. His accusations of Rodolpho are bewildered and 
unspecific: 
Eddie: His brother thinks it's because 
he's got a sense of humor, see-
which he's got_ but that ain't what 
the're laughin'. Which they're not 
goin' to come out with it, because 
they know he's my relative....But I 
know what they're laughin' at, and 
when I think of that guy layin' his 
hands on her I could I mean-it's 
eatin' me out, Mr Alfieri. 
And Alfieri, the lawyer, reading his dark intentions tells 
the audience: 
There are times when you want to spread an 
alarm, but nothing has happened.... It wasn't 
as though there was a mystery to xxnravel. I 
13. Arthur Miller, Collected Plavs, p.408. 
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could see.every step coming, step after step, 
like a dark figxire walking down a hall toward 
a certain door. I know where he was heading 
for, I knew where he was going to end.^ 
The mysterious forces of destiny have made just 
one option available to Eddie. However, he is deluded into 
believing that he has freedom of choice. 
The Crucible also abounds in instances where John 
Proctor has no alternative but to choose the available 
option. His tragedy has also been determined from the very 
beginning in which he protects his wife from the charge of 
witchcraft. Piiblic and private tensions coalesce because the 
issues at stake are public but the interests involved are 
purely private. When the normally truthful Mrs. Proctor lies 
for the sake of her husband the web gets thoroughly enmeshed 
around both of them. If Proctor had found his release 
through false testimony he would have betrayed his friend 
through perfidy. His signed confession was a condemnation 
for the entire community. As Proctor was hardly a person to 
resort to such cowardice his death through execution is a 
pre-ordained fate. 
Joe Keller's nemesis started at the moment he sent 
the faulty cylinders. But he too was tied by the demands of 
5. Ibid.. pp.144-145. 
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the time and situation and could do nothing other than that. 
The deterministic nature of the choice that Miller allows 
his chief characters by its very unrelenting, unyielding 
temper, forced them into a suffering for which they were not 
solely responsible. This unprecedented misery provided them 
with the trapped image. Emotionally, psychologically, 
biologically the human being is trapped within the prison of 
these deterministic forces. The human image in Miller's 
plays is that of a being with responsibility of apparent 
choice. But this so called decision reciprocates with the 
potent forces outside his existence to magnify his tragedy, 
lending it positive gravity. 
George Steiner in The Death of a Tragedy observes: 
Tragic drama tells us that the sphere of 
reason, order and justice are terribly 
limited and that no progress in our science 
or technical resources will enlarge their 
relevance. Outside and within man is 1'autre, 
the "otherness" of the world. Call it what 
you will, a hidden or malevolent God, blind 
fate, the solicitations of hell or the brute 
fury of our animal blood. It waits for us in 
ambush at the crossroads. It mocks us and 
destroys us. In certain rare instances, it 
leads us after destruction to some 
incomprehensible repose.^ 
The question that new arises is that if the individual is 
not actually responsible for his choice, but has 
relentlessly been coraelled into it without his own 
15. George Steiner, The Death of Tragedy (London: Faber and 
Faber, 1961), pp.8-9. 
260 
volition, then the suffering which is resultant as part of 
the consequences of his conscious choice also becomes 
unpremeditated. However, the human being experiences misery 
because it is the necessary residue of the tragic 
experience. There is no doubt about the pathos, intensity 
and humanness of Miller's plays. 
The pain undergone by Joe Keller, Willy Loman, 
Proctor and Carbone is unmistakable and undeniable. It may 
not be earthshaking, but it is an ample test for the 
resilience, endurance, patience and integrity of the human 
being. Willy Loman's encounter and rejection by his sons is 
one such incident: 
Linda: You're a pair of animals! Not one, 
not another living soul would have 
had the cruelty to walk out on that 
man in a restaurant! 
Biff: Is that what he said? 
Linda: He didn't have to say anything. He 
was so humiliated he nearly limped 
when he came in. 
Happy: But Mom, he had a great time with 
us. 
Linda: You, You didn't even go in to see 
if he was all right! 
Biff: (With self loathing) No. Didn't 
Didn't do a damned thing. How do 
you like that? heh' Left him 
babbling in a toilet. 
16. Collected Plavs.. p.211
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Loman's basic mistake was his impractical, unrealistic 
success-philosophy to which his personality does not 
conform. He tries his level best to make his sons fit in the 
mould but like him they too are unsuccessful. However, 
realization of failure dawns on Happy and Biff earlier. 
Consequently, they reject the father _ image causing great 
suffering to Loman. The gulf between aspiration and ability 
to realise it, so characteristic of an Ibsen protagonist, is 
central to the predicament of all the suffering characters 
of Miller. 
The brooding, unkempt image of John Proctor is 
also an evidence of how misery is woven into the fabric of 
the Miller play. The playwright's explanatory note in The 
Crucible states: 
Proctor walks to her, (Elizabeth) halts. It 
is as though they stood in a spinning world. 
It is beyond sorrow, above it. He reaches out 
his hand, as though toward an embodiment not 
quite real, and as he touches her, a strange 
soft sound, half laughter, half amazement 
comes from his throat. He pats her hand. She 
covers his hand with hers. And then, weak, he 
sits. 
Proctor's estrangement from his wife and family 
and the added indignity of having to suffer public calumny 
and condemnation makes his tragedy doubly poignant. 
29. Ibid.. pp.404-405. 
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The tragedy of Gus's death in A Memory is equally 
effective. In nearly all of Miller's plays the rrisery of the 
protagonist is underplayed to such an extent that it 
enhances the audience's sympathy. The death of Gus, Loman, 
Proctor, and Keller are reported, for Miller wishes to 
intensify the experience by keeping it within the bounds of 
the audience's endurance. 
The individual in Miller's world is essentially 
human, convincing in his struggles, and misery, and efforts 
to seek recognition, and self-respect. Even the cameos of A 
Memory provide ample insight into the human personality. The 
Larrys, Tern Kellys, and Rodolphos are as convincing as the 
stronger and more subtle characters to whom the playwright: 
gave more attention. Nearly all of them have to shoulder the 
burden of those responsibilities that are their due. Though 
the protagonist is permitted choice within a deterministic 
framework, the immediate cause for his trauma rests with the 
feeling of guilt that surfaces occasionally. The root of 
this uneasy conscience lies in the past. Most often it takes 
the garb of the tide of fate and chance over which the human 
being has no control. The powerlessness and lack of 
resistance to these dark forces stem from the fact that the 
human being having already committed perjury and folly is in 
no position to retaliate. Willy Loman's indiscretion with 
the strange wcman in the hotel is unfortunately discovered 
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by Biff and remains till the end of the play the leitmotif 
of the gulf between father and the son. Willy's aptitude 
for misrepresentation also causes turmoil in the family but 
because the weakness was a recurrent occurrence there was no 
way in which it could be controlled. Hence Willy heaps up 
lies to delude himself and others around him. Linda and the 
sons know about this, but are afraid to confront him for 
fear of his eventual collapse. 
The initial distancing between Elizabeth and John 
Proctor was on account of John's little affair with Abigail 
Williams. Again,yet another Miller hero did not have the 
moral courage to condemn, and in this case expose the truant 
girl. He could only bring himself to talk about the shameful 
episode in his life when his wife is threatened with 
imprisonment. But it was too late, and Proctor's confession 
attains greater significance with reference to the topical 
situation in Salem. Guilt pursues him as he finds himself 
helplessly trapped in the prison of his own invention. 
Release comes at great expense and he chooses to purge his 
soul through expiation rather than continue life like a 
scoundrel with no identity or self respect. 
The human image in Miller had overtones of the 
Ibsen, Synge, 0'Casey, Hemingway pattern. Miller visualises 
the individual in a trapped situation, but the forces making 
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him recumbent are not just those which pursued the Hardy 
protagonist. The Miller hero is solely responsible for his 
plight, whether pleasant or unpleasant, on account of his 
past which entailed some misdemeanour or guilt that he is 
not able to shed easily, and which constantly interferes in 
the course of his existence. But the lasting impression of 
the Miller hero does not conclude with the subject of his 
death. Because, like Hardy's heroes, Miller also searches for 
affirmation, assertion and highlights the positivistic 
aspect of the human personality.Despite the tragic 
experience of Proctor, Carbone, Loman, and Keller, 
succumbing to death, the tangible result is their insight 
and added perception into the human situation. Redemption 
for them lay in this heightened consciousness. Like Gregory 
Solomom in The Price the challenge to live life is always 
available to the individual provided he picks up the 
cudgels, sheds his lethargy, false illusions, vanity and 
overweening pride to look forward to a better Monday when, 
like Bert, he would revisit his friends and try to extricate 
some of them from their monotonous drab lives, leading them 
to hope. The lasting impression of Miller's plays lies in 
this prospect of a better future, which a Loman and a Keller 
leave for their progeny. Hence life did not end with 
Carbones and Proctors but continued with the chuckling 
laughter of an eighty-nine year old Solomon. 
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